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THE KEYBOARD MUSIC OF THE EARLY 17th CENTURY IN ITALY 
I. Introduction 
This thesis resulted from an investigation of the beginning of an 
independent instrumental style , as reflected in the keyboard music of 
a 
the early 17th century, in Italy, France, and Germany. 
II . Historical Setting - Soci a ] and Political 
The onset of the 17th century saw a condition of internal and 
external disruption in western Europe , which , politically, economically 
and socially was in a state of flQX between feudalism and nationalist 
Lnperialism. There was also a conflict over religious doctrine between 
Catholics and Protestants , extending from the days of the Reformation. 
Cormnercial rivalry, which reached its peak in the 15th and 16th centuries , 
intensified the external struggle of the European powers, carried on in 
the name of religion . The physical make- up of the European nations , as 
a \'!hole , was one of petty principalities._, within the boundaries of a 
country, each ruled by a minor prince ) .. perhaps nominally responsible to 
a central power , but actually l ooking to his own interests . There were 
self- governing urban communities , encouraged by the growth of commer-
cialism, as 'lovell a s agricultural areas . Hovrever , agriculture was still 
a strong factor in the economy of a country. The over- all social struc-
ture was a paternalistic one , with the nobility and clergy being at the 
top , the merchants and bankers forming a middle- class society, and the 
to~n craftsmen, laborers , and other skilled and unskilled workers being 
at the bottom. 
1 see p. ·s1 
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]taly, although not yet a political entity, had a strong 
religious bond in the Roman Catholic Church. It was "a country 
1 
of geography and politics", subject to external pressure as 
the countries contested for the "balance of power', and internal 
pressure as trade and commercial rivalries intensified. France, 
Spain, and the "Holy Roman Empire" squeezed Italy between them, 
while Venice, Genoa, 2nd Naples vied for control of the seas 
and the trade routes. 
Although the minor princes generally were Italian by 
birth, in the North, there were many who carne from the ruling 
houses of Austria, and in the South, there ·were mG_ny from the 
ruling houses of Spain. (In all likelihood, these were the 
younger sons of noble families who, under the code existing 
at this time, could not inherit family land, and so were given 
territory seized elsewhere, or appropriated it themselves). 
lit is no wonder that the a tmosphere in Italy was one of 
intrigue, hatred, and mistrust. The nobility--poor, and often 
starving.,~~as subject to foreign intrigue. In the ~apal States, 
where ecclesiastics replaced nobles as the ruling class, jealousy 
also ha.d its pla.ce. However, thSBe areas, along ·with Venice 
and Genoa, were able to resist foreigh encroachment, and pre-
served their Its_lian identity. 
England, involved in civil wars of her own, remained aloof 
from the Continent al Religious Wars of the early 17th century. 
However, her struggle, while, on the surface, one between the 
Puritans E·nd the followerAs of the Chui•ch of England, was 
actually a reflection of the basic 
I Max Kenyon - Harpsichord Music - Wyman & Sons, Ltd., London 
1949 
3 
struggl e against centering all the power in the hands .of an absolute 
monarch . In this case , i t manifested i tself in a contest between 
King and Parliament , with the latter ultimately emerging victorious , 
as a stable , workable central government . 
The two ' countrie~ that were later t o become major cont inen-
tal pmvers entered the 17th century in a state of deterioration and 
decay. France was ,just emerging from some 40 years of inner conflict , 
~·<hich manifested itself in the so~called "Religious \~Tars " of 1562- 1598. 
These were actually a disguise for revolt against the power of a king 
and the f ormation of a central government . In the 16th cent ury, France 
had separated its Church from the cont r ol of the Papacy ; therefore , 
t here was no reason for the reforms of Protestantism to spread i n that 
country to any great degree . In international affairs , France act ed 
a s a unit . However , the i nternal structure was one of some 300 sepa-
rate feudal entities , each with its o~m system of government . Now 
came a difference of opinion regarding the function of the church . 
France became a center of Calvinism (radical Prot estanti sm) . Although 
it was a movement of the minority, over one third of the French nobi-
lity and bourgeoisie became Calvinists or Huguenots , the ulterior motive 
being not only t o prevent the rise in power of a central church , but 
also to prevent absolute dorrQnation of the Valois family , the ruling 
house of France in the 16th century . The French kings being tradition-
ally opposed to Calvinism, it was a short step to a military revolt of 
the Cal vinist nobi lity, and the peasants whom they controlled. The con-
clition of France was chaotic after the death of Henry II . The Valois 
family deteriorated , and , vlith no firm ruler for the country, opposing 
I r · France and Germany 
~ 
factions struggled to gain control of the throne. Catholia~ 
· and Huguenots were prominent among these. The Huguenots held 
an advantage, having among their number a great many of the 
military class in the nobility. Civil wars were waged. Henry 
of Navarre, of the Bourbon family, ·assumed leadership of the 
Huguenots. Catherine de'Medici, regent for the Valois kings, 
was forced to accept the aid of the Guise family, leaders of 
the Catholic opposition, and played one faction aga inst the 
other in order to protect the throne. A moderate faction, com-
posed of both Catholics and Protestants, attempted to point out 
the weakening effect of the civil wars, and proposed that there 
be a will~gness to overlook religious differences provided 
tpat allegiance was sworn to a central ruler. Henry of Navarre, 
later to become Henry IV, also expounded these views. Events 
occurred to put Henry in direct line of ascension to the French 
throne, despite the· fact that Philip II of Catholic Spain 
joined forces with the Guise family to prevent this. · In 1593, 
in order to appease the Catholic factions, Philip accepted pa-
pal absolution, much to the disturbance of his Huguenot follow~ 
ers. They were concerned for their safety, and, as a result, 
civil wars continued for five years. In 1598, Henry issued the 
Edict of Nantes, granting the Huguenots religious toleration, 
civil rights, the right to fortify and protect their territories, 
and entrance to Catholic universities, as well as representation 
in civil superior courts. Henry did everything possible to recon-
cile both sides, to provide a peaceful atmosphere in which the 
nation could recover. He encouraged economic progress and over-
seas expansion. At the same time, he laid a foundation for the 
Bourbon Absolutism which was to function until the French Revolu-
tion of the 18th century. 
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In 1614, Henry was assassinated by a Catholic fanatic . His 
widow, ~~rie de Medici , ruled as regent for her son, Louis XIII for a 
t i me . During her regency, an attempt was made to break the absolute 
/' 
povmr of the throne by forcing her to convene the Etats-Generales . 
Hov1ever, this body could agree on nothing , and so v1as dismissed i n 
1615, not to be recalled until the Revolution . Marie came under the 
control of Cardinal Richelieu who, between 1624- 42 , was the real ruler 
of France . He was an absolut i st , with a desire to i ncrease to povrer 
of ruler and state . Hichelieu encouraged the grovrth of trades , com-
merce , and the arts and letters and s trengthened the econoroic stabi-
lity of the country. vfuen , for a time , the nobility became engaged 
in private batt les , and sought to evade the control of the central 
overnment , Ricl:.elieu ordered the destruction of all fortif ications 
not needed by the ki ng . In 1627, the Huguenots again rose in rebel-
lion . Richelieu defeated them, and , in 1629, in the Peace of Alais , 
amended the Edict of Nantes by r emoving from the Huguenots , their 
military and territor i al r i ghts . As st abi l ity gradual ly came to the 
count ry, the number of Huguenots fell to a minority of five per cent . 
No sooner were the internal affai rs of France settled , then 
she became involved in the s truggle aga inst the European supremacy of 
the House of Hapsburg , her traditional enemy. Richelieu subsidized 
the Dutch , the Danes , and the Swedish in t heir attempt to contain the 
Hapsbur gs , and , despite being a member of the Catholic church , favored 
German Protestantism over Hapsburg Catholicism. In 1635-1648, France 
became personally i nvolved i n the s truggl e kno\~1 as the Thirty Years' 
War . France 1..ras i nvaded by Spanish t roops v1ho penetra ted to Paris.,_. 
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However, when the occasion arose, she was able to turn around 
and hurt Spain. Richelieu died in 1642, Louis XIII in 1643, 
having st arted France well on its way to Royal Absolutism and 
world power , a path followed by Richelieu's successor, Cardinal 
Mazarin ( 1642-1661•~, and Louis XIV, whose personal reign , from . 
1661-1715, was to be known as the "Golden Age". 
Germany, a general term for the Holy Roman Empire of the 
17th century, covered an expanse of territory that bordered on 
F·re.nce in the wes t, and reached to Pol and and Hungary in the·-,east. 
It included many nationa lities: Germans, Czechs, and the the 
French-sp eaking people of Belgiuin, Lorraine, easte rn Burgundy, 
and western Switzerland. Language could provide no common 
national bond, nor could religion. A system by which each 
petty ruler of each principality decided his subjects' religion 
was followed. By 1600, Protestantism was a state religion in 
many of these places, and , even in the Catholic sta tes, Protes-
t ants were more numerous. 
Vlliile, in the 16th century, Germany had led European civili-
zation culturally, by the beg inning of the 17th centu~, she 
had become barbarized. There wa s cultural isolation, a commer-
cial deaay caused by the stifling effect of the tra de of natlon-
a1 monarchies surrounding Germany. Controversies over doctrine, 
superstition, 11 witch-bu~ning" spread throughout the country. 
Religious factions vied with each other in acquiring terri~ory. 
(On the death of a local ruler, Lutheran8 and Cath olics would 
struggle to seize control, s i nce the religion of the ruler, 
by law, was the religion o1 the state.) The Lutherans were 
in the lead in this matter of seizing l ands, with the Catholics 
7 
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resenting this "seculariza tion" of the states. Calvinists also 
acquired t e r r itory in t h is mann er. An important Calvinist leader 
of the time was the El ector of the Palatina te, one of those 
seven who elected the Holy Roman Emperor. It was at his urging 
that the Protestant sta tes in Germany joined together for their 
own protection . They looked to Holland, Eng l and, and France for 
support. In 1609, the Catholic states came together under the 
leadersh i p of Bavaria, with Spa in looking benignly on. Ul t erior 
motives, based primarily on commercial rivalry, brought these 
nation s into the scene. Spa in h ?.d a triple motive. In addition 
to t h e mor e obvious religious motive, and the fact that s he 
was also ruled by the Hapsburg family, who wanted to cons oli-
date its position in centr al Europe, she resented Dut ch com-
mercial power. France was f earful of a united Hapsburg nation 
in central Europe. Relatively unified b y 1600, France had come 
2 
to be considered a "giant of Europe". 
These elements, plus the fact tha t the German nobilit y 
was unwilling to accep t a central ruler, contributed to the 
complexity which was the Thirty Years' War {1618-1648). It 
actually had three facets: 
1. A civil war between Catholics and Protestan t s 
2. A war against absolute powereof the Empire, waged 
by the city-sta tes. 
3. An inter national war between France and the Hapsburgs, 
Spain and the Dutch, with Germany as the bat t le-ground, 
and Sweden, Denmark, and Transylvania being drawn in. 
1 R.R. Palmer - A History of the Modern World - A.A. Knopf - N.Y. 
1950 - p. 124 
. 2 ibid - p. 125 
The war also provided an opportunit y for a new type of soldier , the 
mercena~~soldier , to come t o the fore . He fought for his own per-
sonal gains , and did not hestitate t o change sides whenever it was 
to his advantage . 
The Thirty Years ' vJar consisted of four major phases : 
1. The Bohemian (1618-1625) phase : The Protestants 
revolted against the Holy Roman Emperor , Ferdinand II , 
and offered their crown to Frederick, the Elector of 
the Palatinate , who accepted,Ferdinand)with the help 
of Papal money and Spanish troops , was able to drive 
Frederick out in 1660. He gave about half of the 
land of t he Bohemian nobles t o the Catholic church , 
and t o his mercenaries as payment . 
and the Palatinate became Catholic . 
Bohemia , Austria 
Maximillian of 
Bavaria , an ally of the Emperor , became Elector of 
the Palatinate. 
2. The Danish (1625-1629) phase: In 1625 , Christian IV 
of Demmark assumed Protestant leadership. He had an 
ulterior motive in the desire .t o gain some territory 
for his younger son. Subsidized by the Dutch and 
,English and urged on by the promises of Richelieu, he 
.was opposed and defeated by the mercenary army of Alfred 
of Wallenstein , an ally of the Emperor . Wallenstein 
even went so far as to invade Denmark . Here was another 
Catholic victory . 
* the soldier-of-fortune 
9 
Germany was being engulfed by the Counter-
Reformation . Catholicism had returned to the Palatinate 
and ~~s pushing deeper into the Lutheran states . In 
1629, the Edict of Restitution returned to the Catholic 
church those lands that had become Lutheran since 1552. 
Terror arose. Protestantism ~ms on the point of being 
' eltJminated . It ~ras evident that Ferdinand intended to 
unite the Holy Roman Empire as a Hapsburg monarchy. The 
neighborning nations feared Hapsburg commercial competi-
tion . The result of this >vas : 
3. The Sv1edish (1630-1635) phase : (of the Thir ty Years' t{ar) 
The French and Swedish became very much perturbed about 
Ferdinand's plans . Ho~rever , France , under Richel i eu, was 
stillinvolved in putting dm·m its rebellious nobility, so ) 
Richelieu resorted to subsidizing Sweden, who maintained 
a Swedish army of 40, 000 in Germany . The Dutch joined 
with the French in this action. For Gustavus Adol phus , 
a fervent Lutheran, t he religious aspects of the centro-
versy vmre just as strong a motive for entering the war . 
He landed in Germany in 1630. Richelieu continued his 
intriguing behind the scenes . He played on t he fears of 
the Catholic states , of consolidation under an emperor. 
Ferdinand had dismissed Wallenst ein;$a result of t he j eal -
ousy of his other Catholic allies , and now, ~~th Gust avus 
Adolphus .. approaching from one side , and the Cat holic 
states intriguing in the background, Ferdinand W'd.S cut off . 
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Although the Swedes -vmre at fir st victorious , after the 
death of GustaVus Adolphus l n 1632 , their allies , includ-
ing the German Protestant states , deserted , leaving the 
Swedish army cut off in Germany. A wave of resent ment 
against f oreign i nterference Svlept through Germany. 
Ferdinand withdrew the Edict of Restitution, and thus 
allayed the fears of the Protestant s. It looked like 
Germany l·muld consoli date in 1635 . However, there i..--as 
still Richelieu t o contend vrlth . 
4 . French (1635-1648) phase of the Thirty Years' ltJar : 
Richel?-eu, t aking up the Protestant cause , des pite the 
fact that he was c~a pr i nce of t he Catholic church, gave 
encouragement t o the Swedish , subsidized the Dutch , and 
hired the Gerrran pr i nce , Bernard of Saxe- vfeimar, to rai s e 
and head a Gern:an army t o oppose t he Emperor . The French 
anny engaged in conf lict with the Spanish Hapsburg forces , 
vdth the results mentioned previously in the discussion of 
the French scene . This final phase of t he struggle , even 
more than an;y-thing else , resulted in a feeling of national 
resentment among the Germans . Far from being a civil -v1ar , 
it vras more of a foreign i nvasion, and an i nternational 
s truggle vdth Germany as t he battleground . Protestants 
and Catholics alike joined with the :&nperor t o sue f or 
peace and be rid of the f oreigners . The l atter, h~th one 
aim in mind, to break the power of Spanish and Austrian 
Hapsburgs , began peace talks i n Westphalia , in l644,but 
11 
,' j , ';.. 
not1 encouraging the dissolution of the Holy Roman ffinpire 
through the insistence that each state act individually 
and for itself, a demand that the German princes eagerly 
accepted , much t o the chagrin of the Emperor . In 1648, 
the Peace of \11/estphalia brought a settlement of the con-
flict. It checked the Catholic Counter- Reformation in 
Germany, again permitted each German state to determine 
its o~1n religion, recognized Calvinism as a religion, 
returned lands seized under the Edict of Restitution, d t 
permitted the re-Catholicizing of previous Catholic ter-
ritory (Austria and Bohemia) . Various land grants vrere 
awarded . Switzerland and the Netherlands became inde-
pendent . Commercial treaties were negotiated and inter-
national laws created. Each German prince ;v-as recog-
nized as being independent . The ~npire was dead, and so 
was the hope for German unity. 
The Thirty Years ' \11/ar decimated Germany both politice.lly and 
economically. There was no economic life. Millions of people were wiped 
out by war and disease . Cities were sacked , peasants were murdered or 
forced to run away. They no longer busied themselves ;nth agriculture. 
Starvation ~~s the result . Living vms amid rubble , dumps providing the 
food . Following the Thirty Years ' War , there was a gaping hole , politi-
cally and culturally, in central Europe , as Germany was sucked back into 
the mire of feudalism . 
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III . Th,e Baroqne P~ 
The "Baroque Period11 generally refers to the expans e of time 
etween the years 1600 and 1750. It had its beginnings in Italy. 
A. Definition ££ the ~ "Bar ogue11 
"Bar oque" has its origins in the Portuguese "l'lOrd "Barraco , " 
translated as meaning "rough or uneven" (lvebster) •1 It i s a word borrowed 
by musicologists from the Fine Arts , and is used to define an important 
period of musical development \dthin a frame-of-reference. 
B. Elements 2f Barogue !£i 
"Baroque Art" generally refers to the products of the Fine Arts 
and architecture of the 17th and the first half of the 18th centuries , al-
though similar elements may be found in the music of the same period. 
In the Fine Arts , the 11Baroque11 element manifested itself in 
theatricality, in the dramatic use of lights and shadows , in the desire 
to express the emotions ~Qthout regard to form . Deliberate dispropor t ion 
was also cultivated in order to create an atmosphere of constant movement . 
Architecture 1.vas complex, with the emphasis not on the relat ionship of nne 
part to another , but on a continuous flowing, the effect of elements oruy 
half visible . Baroque art reflected the Gothic but gave it a slightly dif-
erent language . ~~ereas Gothic Art resolved dynamic tensions , Baroque 
Art did not . The illusionism of earlier ar tists was carried to extreme . 
In Baroque sculpture , vague unfinished forms i ncreased the ele-
ment of rhytlLm or movement . Theatricality appeared in the intense facial 
expressions , melod.ra111atic positions of the body, disturbed draperies , and 
a pictorial use of light and shado1v- . 
lp . 144- W~'s 20th Century Dictionary - Publisher s Guild, Inc., 
New York - 1937 
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Baroque painting carried onward the elements of the 16th 
century. There was a delight in space. Immense paintiags, 
such as the "Paradisen of Tintoretto appeared. The artists 
carried illusion to an extreme • 
Not to be forgotten as an element of Baroque art is the 
ornateness of decoration which appeared in every medium. On 
reconsideration, one would be tempted to call the Baroque ele-
ment, with its emphasis upon the dramatic, the theatrical, the 
interpretation of the emotions or of meaning with little regard 
to formal relationships, a facet of Romanticism. 
IV. Characteristics of Earll Barogue Music (withfmphasis 
on the instrumental aspect) 
Since the Baroque style had its birth in Italy, it is 
there that we look to find its early characteristics. The 
17th century in Italy was a period of instrumental emancipation. 
Up to, and even during this time, most music written for instru-
ments either doubled the human voice, or follwwed the form of 
vocal music when there were no voice parts. Now, however, came 
a strong effort to separate vocal and instrumental music. At 
the very beginning, since the composers were so imbued with 
this technique of writing for voices, the main interest lay 
in writing good voice parts for instruments. It was not real-
ized, at first, that some devices were more suited for instru-
ments than for voices; that, while the value of the voice lay 
in the presentation of melody, the instrument had its impor-
tance in the element of rhythm. The only truly instrumental 
• 
style that existed at the opening 14 of the 17th century was that 
of the folk dances. H owever, since these were not considered 
serious instrumental forms, d an since no real f'f' e ort had gone 
eve oping them, very little into creating or d 1 attention was 
first paid to their elements. (Gradually, as · a general instru-
mental technique developed and , a more idiomatic writing evolved, 
it was not unusual for the irtdividu~l idioms to cross, i.e. the 
use of' lute ornaments for the keyboard, 
figures in his "Tabulatura Novatt • 
Scheidt's use of violin 
·· main trends • Stylistically, there were t'"o One reflected 
the influence of the Florentine C amerata, the "Nuove Musiche" 
movement instituted by Cacchini ~nd his friends which, in the 
form of monody, was a revolt against the flor~id polyphony of 
the previous centuries, both voli-ally and i nstrumentally, and 
which also manifested itself in the "thorough-bass" technique, 
with emphasis on the melodic and bass lines. Not only did this 
"thorough-bass" or monodic style appear in vocal music, but 
its elements could also be found in instrumental music, particu-
larly that of the keyboard. The second trend continued the 
polyphonic writing of the past, but, as Bukofaer has pointed 
out, it was a polyphony with Baroque elements added. 
Tonal experimentation interested a majority of the composers. 
Numerous chromatic compositions appeared. A harmonic technique 
was e¥a&•¥-evolving, with a gradual trend toward the establishment 
of tonal centers, emphasized by tonic and dominant (sub-domtant). 
There were trips into the realm of t~e relative major and minor, 
as well as ether related keys. Dissonance was a part of this 
tonal experimentation. Not only did it appear in passing, or in 
suspension, but also, occasionally, as a part of a chord.(Fresco-
baldi made the cautious provision that dissonances be played 
"arpeggiando" in the introduction to his "Fiori Musicali" ). 
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These dissonances could be resolved in any direction, and not 
specifically dm-m"re.rd , as in previous times . This allowed the com-
posers more melodic freedom. 
It is possible to draw a parallel between the use of florid 
ornamentation by Baroque composers , and the ornateness of Baroque 
painters. The vocal composers felt that the music should express the 
"affection" of the words , while the instrumental composers depended 
upon the use of chromatic lines to express emotions . This may be com-
pared to the emotionality and theatricality displayed in the Fine Arts 
of the period. 
The problem of form caused ver~ little concern at first. It 
vms felt that the skill of the composer was enough to maintain the inter-
est of the listener. However, the problem did arise, and it brought 
forth such compositions as were written over a ground bass or in varia-
tion style, or those that followed the form of the ricerc~~~ in which 
bits of a melody were given an appearance and were answered in the vari-
ous voices , and v1hich , when monothematic , took on the character of the 
variation ricercar, but when polythematic, had new sections based on 
new themes just as soon as the old ones were completely exploited. 
Often, snatches of the old theme would appear in the later sections. 
When the latter didn't happen, the result was a work with no coherence 
or unity. The Ricercar later developed into the Bach fugue. 
This was a pre- fugal form 1vhose vocal basis 1vas the motet. 
It was fundamentally the same as the 16th century fantasia and 
the 17th century capriccio. 
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Of. equal importance >'las the "canzona da ~nar, " really an 
instrumental imitation and expansion of the French chanson, and also 
a reflection of the many- voiced vocal compostions that were highly 
developed in Venice ,where the G~_ ielis were prominent . The composers , 
in experimenting with alternate chordal and imitative passages , developed 
what came t o be knovm as the "patch-work" or "crazy- quilt" canzona . 
These reflected a " concertato" style , and were either mono- or polythe-
matic. \fhen they were the f ormer , they were agai n worked out as theme 
and variations. However , it was a less complicated canzona ~Qth fewer 
sections , that , upom the expansion of these , developed into the Baroque 
Sonata . (Note: The Canzona was not as strictly imitative as the ricerc~. 
It had frequent t onal repetitions , and the characteristi c ,\ *r) ,\ 
figuration of the French chanson.) 
· To su~arize, then, the basic general characteristics to keep 
in mind when considering early Baroque instrumental music are : 
1 . Monody (perhaps including homophony) 
2 . Imitation, which may also take in the concertato idea 
3. Variation 
4. Sectional ism (such as in the ricercar and the canzona) 
5. Forms based on canti or chaconne motives 
6. Free f orms 
v. ~ Keyboard Instruments 
Before going on t o a more specific consideration of keyboard 
music of the early 17th century, it is necessary to briefly examine the 
instruments f or which it was written . These generally f all under three 
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classifications: 
a. Those keyboard instruments ~nth strings , which produce 
musical sounds when plucked by quills at the ends of 
l'fooden bars, which are controlled by keys at the further 
end . These are the harpsichord and the spinet , or 
. . , 
v1rg1na..L . 
b . Those keyboard instruments \dth strings, which produce 
musical sounds when struck by metal tangents in similar 
position to the keys mentioned in (a) . These are the 
clavichord (clavier) . 
c . Basically, those keyboard instrQments whose 1nusical 
sounds are produced when artificial wind is forced 
through wooden or metal pipes. A system of keys and 
valves sends the wind into the desired pipe . 
The tone of the clavichord was sweet and delicate . The strings 
were stretched at right angles to the keyboard , and , because of this , it 
was_ ·possible t o produce an interesting vibrato by using a continuous 
after-pressure on the key l-.rith a finger which has not been removed. Be-
cause of its sweetness and delicacy, the clavichord was a more intimate 
domestic instrument . It was usually found in a square wooden case , elabo-
rately decorated, and small enough to be -' carried. The clavichord had 
its origin in the old monochord described as being "a contrivance consist-
ing of a single string vmich is stretched over a lengthy wooden resonator, 
to which a mevable fret is attached so that the vibrating length of t he 
string can be varied. In the Middle Ages, the nu~ber of strings was 
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increased to two or three, so that intervals and chords could 
1 
be made audible. 
The harpsichord was approximately contemporaneous with 
the clavichord, but perhaps was invented a little later. The 
harpsichord and its relative;1 : the spinet or virginal, was 
developed from the psaltery, an instrument which consisted or 
strings stretched across a soundboard, which were plucked to 
produce a musical sound. The harpsichord generally had the 
shape that we now associate with the "grand 11piano, while the 
spinet, or virginal, maintained the shape of the clavichord 
(a sort of oblong rectangle). Since the harpsichord was larger 
than the clavichord, and the strings were plucked by quills, or 
pieces or hard leather,(rather than being struck by a metal tan-
gent, as with the clavichord), the tone was stronger and more 
brilliant. However, it was also rather more metallic. It was 
not possible to produce the nuances of piano· ·or forte, nor to 
exhibit differences of touch, as it v1as on the cl avichord. 
This resulted, during the course of development or use of the 
instrument, in the additi cn of stops to the harpsichord, so 
that between one to three strings for each note could be plucked 
singly or together, producing three degrees of forte or piano 
(or between forte and piano). Another characteristic of the 
instrument was that when a cloth or leather damper was placed 
on the strings, the tone that resulted took on a lute-like 
quality. Eventually, there were forms of the harpsichord with 
two keyboards, one above the other, which permitted! 
~ w. Apel - Harvard Dictionary~ Music - Harvard University 
Press- Cambridge, Mass.- 1944 
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the player to gain dynamic contrasts. 
The origin of the organ may be found in the 11hydraulis 11 
of Greek antiquity. This was an instrument with three sets 
of pipes, varying in length and pitch, but of the same thiak-
ness. Its tone is reported to have been harsh and penetrating. 
As time went on, organs increased in size. However, in the 
14th century, the moderate - sized "portative" organ {small 
enough to be carried) appeared. This had, in its tone quality, 
a sharpness in the low register, a full middle register , and 
1 
, a soft higher register. In the 15th century, contrasting solo 
stops were added to the stationary organ. The pedal keyboard 
appeared at the beginning of the 16th century. In the 17th 
century came the ''Baroque" organ. This kept the contrasts 
of the organ of the 16th century, but "in softer and lighter 
2 
timbres". Because of this, the complete tonal effect was not 
displeasing. Most of the stops used were of the four-foot 
variety, although eight-foot stops were also in use. Com-
3 
pound stops gave the instrument a "metallic glitber". There 
were generally two keyboards in use. The sever ~l stops of 
one keyboard varied in tone quality, but possessed enough 
similar characteristics to be considered of the same genus. 
Those of the lower( keyboard, or "great organ~ were "grave 
. 4 
and solemn" . Those of the second keyboard, or 
1 Apel - Masters of the Keyboard - Harvard University Press, 
Ce.mbridge, Mass. ----n-47 
2 Apel - Harvard Dictionary of M~ 
3 Sachs - Tb.e History of Musical Instruments 
4 ibid 
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"choir organ" were sharp and piercing. When there was a third 
keyboard, the tone quality of the related stops was sweet and 
delicate. The pedals produced full, strong tones. 
VI. The Position of the Earoque Musician 
During the 17th century, under the paternal system then 
in existence, musicians were in the employ of the nobility as 
court musicians, or in the employ of cities or towns as combina-
tion civic and church musicians. Those employed by princes were 
not free to les.ve their jobs, while those in civic em:ployment 
could break their contracts whenever they pleased. The l a tter 
type of empl~ent was more secure than working for a prince, 
who could fire the musician on the least pretext. Often, court 
musicians wer e not payed on time or in full. However, a civic 
position was not without its difficulties. There was always 
the problem of paying graft to secure a job. 
VII. The Leadership of Italy in Music f.£!: ~ Organ 
A. ! general survey £! ~ scene 
Although music was written for the stringed keyboard 
instruments at the beginning of the 17th century in Italy,)it 
was that l!I'itten for the orga.n that dominated the scene. Just 
as with the earliest music written for other instruments, that 
written for the keyboard was actu<!.lly an imit ation of vocal 
forms. However, with the gradual development of instruments, 
with improvement from a mechanical and technical point of 
view, and also from that of tone quality, composers were 
prompted to experiment with tila new instrumenta_l media which 
had been overlooked, from the point of view or 
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comparative importance with the human voice . 
Composers for the organ wrote compositions over grolh~d-basses , 
compositions using the variation technique , and monothematic or poly-
thematic ricercars . 
The toccata was an early specifically instrumental form used 
for the organ and had no particular characteristic or outline , other 
than a continual flowing motion, \dth almost no melody. It had , in 
common with the early prelude and the early Fantasia , a brilliant 
improvisational quality. In the church it was used either to introduce 
the hymns or psalmsJor as a part of the ¥~ss , or as a piece of music in 
its ovm right . vlhen it introduced hymns or psalms , the toccata set the 
key for the singers . 
The Preludes were formless at first , and merely prepared the 
listener for greater things to come on its heels . Later on, at about 
the mid- century, they came to be used in a definite pattern, as intro-
ductions to the Lutheran Chorales . (Scheidemann tended to give a pre-
fugal character to the form . ) 
In addition to the f orms already mentioned, there w~s also 
the Fantasia , a rather free composition favored by the composer s be-
/ 
cause it permitted a free development of ideas. Canzonas were written 
. &'er &o~~ 
for organ as well as for the strlnge~ lnstruments . 
Another type of organ music that appeared at this time was the 
organ mass. This had developed in the 16th century and consisted of 
brief polyphonic nversets ," written in a fugal style , which were played 
by the organist in place of those parts of the r-rass that were usually 
sung , vrhile clergy and congregation said the words of the text silently. 
1l s ~e ·· p ·. :{6. 
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It vms also common for organ and choir to alternate playing and chant-
ing . Organ masses were usually written in periods of liturgical deteri-
oration. The "versets" generally appeared over cant i firmi , and it was 
these t'lhich influenced the German Chorale Prelude . 
B. Ih£ composers ~ ~ contributions to ~ literature 
In order to see more clearly the development of early 17th 
century keyboard music , it is necessary to examine briefly a sampling 
of the work of the 16th century composers , particularly of those who 
were still influential in the f ollowing period. It is wise to con-
sider that these men, alive and vrriting in the 17th century, laid a 
foundation for what was t o follovr . 
Among these was Claudio Merulo (1533-1604) , a pupil of Adriano 
Willaert , who is considered the f ounder of the Venetian School . It was 
the latter who introduced chromaticism into music , and who lead, in his 
day, in the search for an idiomatic instrumental style . His pupils car-
ried his ideas forward . 
Herulo is generally considered responsible for the develop-
1 
ment of the toccata , the one vmo paved the way for Frescobaldi's 
.:' 
experi ments with the form. The ::f'orme~s "Toccata on the Third Tone" is 
particularly idiomatic f or a keyboard instrument , consisting of scale-
like passages in the l'6th notes , •-Iri t ten against sustained chords. 
has the broad, florid outlines consistent with 16th century thinking . 
Hm·,rever, the majority of Merulo's toccatas are of the "patch-work" 
variety, begi nning vdth a free 16th note passage which easily associates 
itself vrith the term "toccata , n and then suddenly breaking int o a fugal 
section. This outline repeats itself throughout the composition , until 
lsee p . 21 
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it ends yJith the same type of homophonic writing with which it 
began. Sometimes ther·e is a relationship between the figures 
intl~oduced in the polyphonic sections. (i.e. "Toccata Ottavo 
Tono" from Toccate d'Intavol~:ttura. ii'Organo lib. 2ndo - Rome -
1604). He often uses short ornamental figures in dialogue 
between the voices. Frescobaldi later assumed the "patch-
wortr' form of the to ccata, plus the idiomatic figuration, but, 
in his construction, gave a more affective and effective meaming 
to the form. 
Luzzasco Luzzaschi (1540-1607), a teacher of Fres cobaldi, 
also exerted his influence over other 17th century composers 
and organists through his contributions to ' Il Transil~, 
a treatise on composition for organ, organ-playing, and re-
lated subjects, written and compiled by Girolamo Dirut e. (Vol-
ume 1: 1592, Volume 2: 1609). His canzoni der1onstrs.te an 
attempt to write in the instrurnental idiom, apart from imitation 
of the vocal model. (Early instrumental canzoni imitated the 
French chanson.) However, at least in such forms as the can-
zoDi, there is no clear differentiation, in the em1y 17th cen-
tury, between the keyboard idiom and that of the instrumental 
ensemble, so it is not unusual if Luzzaschi's canzoni resemble 
those · written for gns ups of instruments. 
An anal)·sis of a Canzon da Sonar (1608) by Luzzaschi will 
give a clearer picture of late 16th and early 17th century tech-
nique. The composer maintains the characteristics of the can-
zona in the imitation and also in the repeated notes of the 
2A 
motives. The fact that Luzzaschi feels the need for a uni-
fying element in music is seen not only in his variation tech-
nique here, but also in the fact that the last variant is 
very cilose, in outline, to the original motive. He reflects 
the influence of the Neapolitans, Trabaci and Mayone { called 
1 
the first truly Baroque composers by Apel ~nd Bukofzer) in 
his use of short motives for imitation by the voices, an ele-
ment .that may also be seen in the compositions of his pupil, 
Frescobaldi. 
The composer begins his canzona with an ascending motive, 
The answer comes an octave higher in the soprano, beginning 
in the second measure. He brings a variation of the motive 
in the tenor, beginning in the last half of the third measure. 
However, a stabilizing element appears in the answer of the 
fourth voice, a measure later: 
Now, having decided that it ts too early to begin variation 
or development, or because he has completed the exposition of 
his main idea, Luzzaschi, in measure 6, introduces a short 
motive for imitation, first in the second voice. It appears 
in all of the voices in the next three measures, sometimes 
1 Apel - "Neapolitan links betVTeen Cabezon and Frescobaldi" -
in Musical Quarterly - vol. ~4, #4 - G. Schirmer - New York 
1938 
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After the tonic cadence of measures 10-11, there be-
gins a recapitulatory section which is actually a variation 
or, more correctly, a development of the first 10 measures. 
This is approximately 8 measures long, ending in a V-I cadence 
in the dominant. However, this cadence seems insecure, since 
. ~ . 
there is an immediat e return to tonic harmony. It may acually 
be considered a II-V~ I cadence. A descending scale from G, 
in measure 19, is used to move back to the tonic. Above the 
scele, in the alto , t}).e:r·e appears a new ascending motive, 
having two repeated notes, which seems to be a variation of 
the main motive: 
It is answered a measure later, and a. 6th higher, by the sop-
rano. Until the third voice enters with the motive a.gain, 
starting on F, a fifth lower· than the original entrance, only 
the upper two voices are heard . Two measures after it has 
finished its entrance, the tenor leads toward the deminant 
again. Two measures later, the soprano actually brings the 
motive st13.rti '1g on the dominant no-te, and at : the same time 
f+lls out tontc- harmony by supply.ing the missing notes. How-
ever, although the dominant is rea ched, it is not expl · ~ited. 
The soprano entrance ,may have been in anticipation or 
26 
a v ariation or development of the preceding 8 measures. This 
is a variation insofar as there is an inversion of voices in 
measures 27-30, and a development of the motive in measures 
32-35. There is even a hint of the original motive in measure 
39, tenor voice. Harmonically speaking, it may h a ve been just 
as correRt to consider measUI'es 27-37 in the domj_nant, moving 
to the tonic in measure 37. With measure 37, there begins the 
final variation based on the main motive, or subject of the 
canzona. The variant comes first in the bass voice: 
l?~~~ . ~ - . ~1 
From here to the end, there is a sort of stretto using 
this motive, with the alto voice (answer) entering a measure 
lat er and an octave higher than the bass; the soprano entering 
in the next measure, a fi~th higher than the alto, and the tenor 
answering a measure later, an octave lower. For an instant 
only, tVlo measures after the tenor answer , there is a stop on 
D minor, but this melts as motion is carried on aga in toward 
F major. The fourth voice enters on D, two measures after 
the alto answer, and is answered a fifth higher in the next 
measure, by the tenor. In the next tv.ro measures, subject and 
answer appear in the bass Bnd soprano, an octave and a third 
apart. In the next five measures, we have an alternation of 
moving measures with relative ~ ly quiet ones. The first of 
this group of measures has the variant in the alto and bass 
voices, a third apart, to be followed by a quiet measure. Har-
monic emphasis is on the dominant and tonic (V-I) in the first 
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of these measures, on the dominant (V} in the second measure , 
with the last three measures wor~ing out tonic harmony. The 
final a.ppearance of the motive of this last part is in the third 
measure from the end, outer voices (soprano and bass}. The 
composition ends with a IV-I· cadence• 
In this comp_osition, not only is variatj.on technique 
predominant, but there is variation on the variation (i.e. 
variation of the theme, variation of · the variation of the 
theme., variati on of the sections). As for ferl'!1, ·measures 1-
18 make up the first section. This is in three parts, with 
the brief second motive and its working out constituting a sort 
of bridge motive, or middle section. (measures 6-11) The 
recapitulation, fro111 measu1•es 11-18, is, in all actuality, a 
ve.riation of the first ten me asures • . · The second section is · 
made up of measures 19-37. It is .i·n two parts, the second 
part combining a variation ol.' measures. 19-26 with .a develop-
ment of them. Measures 37-45 may be considered :a recapitu-
lation, so far as these measures have that. ~ari ant of the 
motive that is closestto the .original. Measures 46-50 are 
the brief coda. 
Girolamo Dirute. (1554-1639) is a contemporary of 
Luzza3'chi. He studied under Claudio Meru1o in Venice for ele-
ven years ( 1582-1593). During this period, · probably unde·r the 
instigation of Merulo and other famous or-ganists in Venice at 
the time, he supplied the need by·:writing a treatise, which ,. 
was called Il Transilvano, based on the organ playing of the 
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time, as well as composition for the organ, and "allied 
fields". It represents an attempt to separate the idiom of 
the organ from the idiom of the stringed keyboard instruments, 
a part of the process involved in the evolution of idiomatic 
instrumental writing and playing of the period. The treatise 
appeared in two parts, the first being published in 1592, the 
second in 1609. 
1 
Diruta, in his Ricercar ~ ~ Seventh Tone, herein ana-
lyzed, has chosen a title given to compositions written speci-
fically for instruments only. The ricercar generally is a 
strictly imitative or contrapuntal form. However, Diruta 
writes a lighter composition here, having two sections, each 
divided exactly in half, and with the second halves of the 
sections being an exact repetition of the first halves: 
A :1\:B :\\ This takes into consideration the liking of the 
2 
Venetian School : the Gabrielis, Cavazzoni, Luzzaschi, Ban-
chieri, Zarlino, Merulo, to mention a few of the Italians, and 
des Pres, Willaert, Hassler, Sweelinck, Pra.etorius in Northern 
Eur po , all of whom were musically active in Venice at one 
time or another, for tonal contrasts, for the "echo" technique. 
Under the influence of Rena.ixxance music, Diruta. writes in the 
old Mixolydia.n , (church) mode. As may be expected, change of 
tonality is kept to a minimum. 
Diruta. begins his Ricercar by introducing t h e subject 
in 
1 See p. 15 
2 where a hig...h degree of organ playing and organ composition 
developed 
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This is answered by the alto, a fourth lower, with 
time slightly altered, so that by the time the third measure 
is reached, the voices are moving in thirds: 
P \j r. 4,t r!l t1l ~~at 
o'• ~ ~ •' rt 17' C> --n 
Beginning in measure 5 , the subject and answer are 
... 
worked out in a similar way, with the tenor being an octave 
lower than the soprano was, and the bass bei·ng an octave lower 
than the alto. The i dea of having voices move in thirds is re-
emphas~zed by the techni que of using another voice to support 
a subject or answer. In t he 5th measure, support is just 
rhyt~uni c , but in the next measure, the voic~e movfulg in 
thirds: , -J'-J-& 1.----·- (,,,;- -
______ , 
Vfuen the ans..,ver comes, it also moves in thirds, the 
actual answer bei ng i n the bass , a fourth lower: 
In the 9th measure , the soprano brings an entrance of 




measure later and an octave lower by the tenor, using the r hythmic 
alteration that seems to be typical of the answers of this composi-
tion. 
Measures 13-14 have a IV- I cadence in G, whereupon the 
fourth voice , in measures 14-16, presents the opening motive , with t he 
. t 
rhythmic f orm of the answer . Meanwh1le , above the bass, the soprano 
moves in a sequential episode based on the second measure of the sub-
ject. This leads to a major V- I cadence in the tonic. 
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Following the cadence of mea sures 18-19, there is an exact 
repetition, except for a slight alter· kti on of time , of t he first 
measures . 
After this , there is a homophonic section in wnat appears 
to be G maj or . It is 18 measures long, ~he last nine measur es being 
an exact repetition of the first nine. This group of 18 measures con-
trast~ . r ather strongly . with the beginning , being in triple meter , 
and considerably faster . A 1nelody first appears in the bass : 
It is supported, rhythmically, by the other voices. There are also 
echoes of the rhythm of its theme throughout the section. 
( it , ., 
1 fourth voice 
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In this r1.cerca.r, there is no real development of the 
t h eme. The ricercar of Diruta, discussed above, is more i mpor-
tant from a historical and pedagogical view-point than a formal 
one. The form itself is not emphasized here. On the other 
hand, importance is thrown on the idea of tonal contrasts, an 
important element of early 17th century music (i.e . abundan ce 
of exact repetition would indic ute this). It reflects the in-
fluence of Andrea Gabrieli. 
Giova~Di Gabrieli ' s (1557-1612) compositions for the 
organ show the influence of instrumental ensembles, as well 
they might, since he made numerous reductions of a variety of 
1 
these for the keyboard. In a Fantasia on the Sixth Tone 
which a ppeared around 1600, we see a use of the "echo" t e ch-
nique for which he and his uncle were particul a.rly f amous. 
While this composition is based on several sections in " echo", 
Gabrieli gives his ''mrk more unity by using snatches of ideas 
from other sections. There is a tendency, in his work, to 
leave the EcClesiastical modes of the 16th century, and move 
towards something that might be recognized as major or minor 
i n the modern sense. Although Gabrieli cla ims to be writing 
in the hypolidian mode, there is a strong tendency toward the 
key of F major as we know it today. The fantasia being dis-
cussed is a "pa tch-work" fantasia, in which there are both homo-
phonic and polyphonic sections . In it may be seen both the 
broad lines of the 16th century, and the broken style (brought 
ab out by the 
1 I Classici della Musica Italiane. - Raccolta Nazionale diretta 
ai Gabriele atAnnunzio - Milano 
/ 
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imitation of short motives} of the 17th century. Whatever dissonance 
there is, is the result of ornamental resolution, if it is not used 
in passing. Dolmetsch has pointed out, in his book, "The Interpreta-
tion of Music of the 17th and 18th Centuries" - 1944, that ornaments 
were used to imply harmonies that composers did not dare to write out 
as such, and also that Italian composers tended to write into their 
music the exact ornament desired. 
Up to this point, there has been a discussion of samples of 
the work of the earlier Italian composers for organ in the 17th century, 
some of whom are more or less important. They are still under the in-
fluence of the previous century harmonically and modally, but begin to 
show a tendency to move beyond just plain variation or imitation and 
short forms , to development and larger forms, which suggest the much 
later sonata-allegro form. 
Girolamo Frescobaldi (1583-1644) was the earliest (or one 
among the earliest) influential compose~ in Italy. He developed a 
.• 
new keyboard style, making it the medium of his personal expression. 
He had the ability to formalize this expression, the result being a 
toccata that was !'the vehicle for great affective tensions.n1 His 
Keyboard canzonas were written in variation style, generally, working 
toward a greater unification of parts, something which was lacking in 
the -11patch-work11 canzona. 
1 B. S. Bedbrook - Keyboard Music f.r:om. tb.eJ1i.d.dle ~ ta. the. Beginning 
I:JJ .:t,he ;aarog.ne - MacMillan & Co., Ltd., London - 1949 
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Elements other than, and in addition to variation may 
be found in the canzonas of Frescobalde. For example, the 
Canzona in Sesto ~ (1626) has the character of a rudimen-
tary sonata form. A compound subject is presented, from 
which are derived the counter-subjects. A cont-r asting "B" 
idea is also developed a bit, after which the original mobives 
of the subject return. Actually, the canzona. has the form: 
A 
' a a, 
B 








Often the counter-subjects are varied a bit, as is the 
subject. 
Thematic mater.1a~ of the canzona: 
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· ' Both homophonic and polyphonic techniques were used in writing this 
canzo~ Harmony remained within a tonic, dominant , dominant of 
dominant relationship . 
In Frescobaldi ' s music , may be seen a contrapuntal style 
which is , for the most part, similar to the old polyphony, but vnth 
the new elementr of rapid figures, scales, arpeggios, trills and orna-
ments, which are more definitely of the instrumental idiom. Bedbrook1 
suggests that whatever Frescobaldi lacked harmonically, or i n "har-
monic resource, " was replaced by his use of suspensions. He was also 
fond of dominant and aiminished sevenths and ninths , as well as aug-
mented and diminished f ourths and fifths . The composer delighted in 
the use of the dissonance, and also in the use of chromaticism. How-
ever, in those organ works in which he was limited by the use of the 
pedal, he felt inhibited as far as chromaticism and frequent modula-
tions were concerned. He was freer in this respect in his music for 
the stringed keyboard . 
One final element to consider about Frescobaldi ' s composi tions 
is that in them, he pointed ahead to music based on one central key, 
with modulations into other keys . 
The Toccata of Frescobaldi to be discussed here is poly-
thematic. The first eight measures are written in a rhapsodic but 
imitat i ve style over a G pedal , with the tenor presenting the first 
ornamental idea for imitati on and alteration: 
JTI ~J]4@2_J' Jt-J~ J4>J j ~"'bil 
.D / C> 
-;.~~ -
- ·- ------.- -
-
lB . s. Bedbrook - Wboard :llil..aic fJ:.QID. tb.Llli....d.dJ..t3 Ag.e.s.. t.Q_ tb.a. Begin!_dng 
~ ~ Baroque - MacMillan & Co., Ltd., - London- 1949 
·-
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This is answered an octave higher, with time altered, 
by the soprano, in measure 2. 
------------------------------------
A second tenor voice picks up the figure of me asure 3 
and answers it, in the same gesture supporting the alto answer 
to this brief idea, which is apparently moving back to the 
tonic from the dominant. 
After an ascending passage in eighth notes, carried up-
ward by the three higher voices, Frescobaldi is ready to pre-
sent something new. It appears in the soprano of measure 6. 
o-pr.,. .... o 7 va.- ; ";1/-. ·~,_, m 
_:.__ -=~=- ·~- --- ~--=- ::-:---::~~--- . - --~ ::__- --; --:--=-
- - - - ----- --P- ~ 
- ----- --- - ~-- 1--~ . - --
~-- .. --- -- - ___ ___, ~-
. / 
This is answered a measure later in the alto voice, 
following which there is a variation on the s ame idea in the 
sop~ano voice. A quotation from the opening idea leads to a 
VHI cadence in C major, with a C pedal section beginning in 
measure 9. 
In this section over the C pedal, we see the use of two 
figures which bear a strong resemblance to what has appeared 
before. The main subject that is developed in this section 
. 
has a definite ' relation to the ornamental t~eme of the fi r st 
measure of this toccata. However, before seeing how this is 
~orked out, perhaps it is wise to exrunine the subject which 
comes at the opening of the C pedal section. 
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It appears fugally in the soprano and alto voices , and serves not only 
as an introductory idea, but also a s a link between the first two parts 
.of the t occata. For one measur e , against this, the tenor voice has the 
ornamental figure which will be devel oped in the measures t o f ollow. 
This second motive again serves t o emphasize t he tie between the two 
sections . 
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When Frescobaldi does present what this writer has been 
I 
inferring is the devel opment of the ornamental i dea , he does it in 
"dialogue" fashion , with the support of the alto voice • 
flEl- . @ ~ I -
.' ·' 
•• -·--·~ _l';: 
. \ ' t:l _1:±±:t ' \ .... i'\) 
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Up to this point , there is descending motion . Now, this is 
balanced by three measures of scale and scale- like passages , ascending 
and in contrary motion, ~, are in keeping with the character of the 
whole: 
l §!.e,e 1?·· ·35, ,' ~~.st . ; paragraph 
I 
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Then there is a Deinstituting of the dialogue technique, 
moving from the tonic C major, through the parallel minor, and back 
to the tonic, followed by a descending scale-like passage that anti-
cipates the key of the following section: 
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The second part of the toccata, described above, appeared to 
vary between C major and C mixolydian with some slight hinting at t he 
tonic .(G) , and also at C minor. It is in this section that we ~~ 
the grinding dissonances, properly approached and left, that Fresco-
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baldi love. . (Measures 10-21 were i ncluded in this discussion of the 
measures over the C pedal . ) 
There is an F major cadence, V- I , measures 21- 22, whereupon 
a contrasting section over an F pedal begins . It is based on one 
motive (or perhaps this is two motives) and its inversion and develop-
ment : 
Sometimes the entire figure doesn't appear . (Usually it is 
the motive of the long note f ollowed by the three ascending or descend-
ing eighth notes~~~~ i s used . ) It is common to see the eighth notes 
either in similar or contrary motion, in dialogue . This can be illus-




At the end of the F pedal, there is a single measure, con-
taining the ornamental figure already seen in measure 21. 
This brings a change from D minor harmony, through the dominant, 
to D major harmony, over an A pedal. 
The section just discussed stayed pretty well within the 
limits of its tonic, although there was a slight suggestion 
of some form of its dominant. The use of dissonance was not 
quite as prominent here as previously. 
In the next to the l~st part of the Toccata, which is 
over an A pedal, and which seems to alternat ~ , harmonically, 
between A major and A minor, there starts a return to the very 
beginning of the composition, although it might not seem so 
at first gle.nce. Measures 36-40 serve not onl~ as an intro-
duction to the section and a harmonic transition to A minor, 
but also bring a hint of content. 
, (Measures 38-40 carry the actual harmonic transition. 
There is little melodic motion here, but rather an interest 
for establishing the key of A .minor.) 
Therefore; taking this as : a point of departure, the actual 
section begins with measure 41, where we see the start of a 
development of this motive, with a second idea, appearing in 
the alto, the very beginning of the 
tocaata: 
As if this is not sufficient, ~ollowing three groups 
of ascending 16ths in dialogue, there begins a combination 
inversion and variation of measures 41- 42, whereby the positions 
of the two motives are changed, and the eighth note figube is 
altered a bit. This continues from measure 45 through measure 
48 (in which the two figures are as in measure only an oc-




Measure 49 bears much resemblance to measure 42 . Now, 
there is a return of the 16ths in dialogue which are so 
1 
familiar, having appeared in the second section (C pedal) , 
while, in syncopation, we have, once more, the descending 
2 
idea that opened over the A pedal. There is an alternation 
of the syncopation in the upper voices. 
1 see p . 37 
2 see p. 39 
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Measures 36-57 are apparently in a combination sonata-form 
and variation form. Measures 36-40 may be called the exposition, 
measure s 41-49 the development, measures 50 and 51 a short bridge, and 
measures 51-57 a combination recapitulation and coda. To call this a 
variation form would mean considering measures 36-40, again, the exposi-
t i on; measures 41 through 43, variation one; measures 44-45 a bridge; 
measures 45-48 variation two; measures 48 and 49 a restatement of vari-
ation one, an octave lower; measures 50 and 51, another bridge; measures 
52-57, the final variation of measures 36-37. 
Measures 57-58, with the help of the ornamental figure, bring 
a V-I cadence in D major. Although the above section began in A major, 
it very quickly moved to the parallel minor, and seemed content to re-
main there for the most part, although toward the end, there were hints 
at D minor. 
The final part of the toccata wastes no time in moving back 
t o the tonic, G major, alternately passing through D major and D minor . 
It is over a D pedal until the final measure, where the tonic pedal 
re-ap~ears. It is in this section that we are able to see ~ i llustrated 
Frescobaldi's predilection for chromatic passages as well a s dissonances 
(measures 36-57 were not overly concerned with either of these two ele-
ments). One has the feeling of climax here, as the composer also sug-
ts Other fl'gures wh:L'ch he has already used in the Toccata. ges 
There i s 
t . f e 58 to the end, with the exception almost continuous mo :Lon rom measur 
of measures 63-67, which slow down to eighth notes; 
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MaVlng firmly established his dominant in measure 67, he con-
tinues to move through the dominant major and minor to the tonic, with 
16th note motion re-established in measure 67. It is interesting to 
note that this section over the dominant pedal opens in a way similar 
to the one immediately before it, showing Frescobaldi's interest in 
lihking up all of the parts of his composition. 
Note: Although the chromaticism is subdued in this toccata 
by the use of pedals, the fact that it does break through at the end 
gives us an inkling as to how much a part of Frescobaldi's nature it 
actually is. Even in such a brief bit of music as the "Toccata Avanti 
la Messa della Domenica," from the "Fiori Musicali,"l the composer 
cannot escape from his chromatic tendency. In this little composition 
may also be seen the use of dissonance and imitation, as well as a 
little variation, and tonal emphasis on tonic and dominant: 
~ :r~J t - :1) Jl) J-J-l?j ;_j v J:fr~-~JJ J~ I 
~:c~ ~ J .n~ 4nJ~ &_r J~?~J JIJ JGtl1J~:LI 
1 Fr. X. Haberl- H~eronfiDUS Frescobaldi - Agsgewahlte Qrgelsatze-
Breitkopf & Hartel, Leipzig 
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To return to the larger toccata just analyzed, none of 
the other works thus far discussed, with the possible excep-
tion of the Fantasia of Giovanni Gabrieli, was written as idio-
matically, either for the stringed keyboard instruments or for 
the organ. Also idiomatic is the Toccata on the Third Tone 
of Claudio Merulo, which consisted of nothing more than 
scale-like passages in 16th notes, written against sustained 
chords. However, it was ~his sort of thing that influenced 
the younger composers in their writing for the organ. 
That Frescobaldi was an innov~tor, a man before his 
time, is not to be denied when o~e compares him with his 
predecessors and his contemporaries. 
An exB..L-aple ·of the kind of m11s ic written for the Organ 
lL 
mass is the Kyrie from the Ninth Mass in Celebration of the 
Blessed Virgin Mary, written by Fasolo (c. 1600-?). It shows 
some influence of Frescoaaldi, particularly in Fasole's use 
of chromatics in the ttchriste", which is one part of the Kyrie. 
There are five sections in all making up the Kyrie: 11 Primum 
Kyrie", "Aliud Kyrie", "Christe"~ "Ultimum Kyrie", "Kyrie". 
Each is many-voiced, and contrapuntal. (Frescobaldi's Fiori 
Musicali (1635) contains "versets" slmilar to those seen here 
in the Kyrie of Fasolo.) 
1 see p. 21 
"Primum Kyrie" 
This section is written over the following cantus 
firmus, which, through its variation, and motives derived 
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Above this, the tenor presents a brief motive which i s 
answered in the next me asure, a third higher, by the alto, with 
the support of the tenor itself, and, still with the support 
of the tenor, by the 
later than the alto: 
a measure 
\----=========-
In measure 6, the top voice has ascending qua rter notes, 




This figure is v aried in the alto of measure 8, with 
the variation being answered by the sop rano, a fifth higher, 
in the next measure, while there is a return of the alto mo-
tive of measure 8 in measu~e 10: 

--· -··- - · 
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Measures 11-13 form a stretto based on a motive intro-
duced in the tenor, measure 11: 
1ie ~ ~ :;::::::-.- r: 
From mea•ure 14 through measure 16, there is a dialogue 
section between the tenor and treble voices: 
The stretto and dialogue sections tighten up the entrances 
(or bring them closer), leading to the cadence of the "Primu.m 
Kyrie". 
At the same time, the last six measures of the pedal 
'l\.liud Kyrie": 
This second part of the 11Kyrie~ in the outline of its 
bass or pedal part, which is also a cantus, bears a strong 
res.mblance to measures 3-10 of the original cantua, plus 
the latter's last three measures. Possibly it may be a 
variation. (A similar type of condensation is seen in the 
last four and a half measures of the "Aliud Kyrie" cantus, 




Rather than condensing, these measures present the basic 
motives of the canti.) 
In the 11 Aliud Kyrie", the cantua idea becomes involved 
in the fugal technique, particularly in the first t wo and a 
half or three measures, for the answer and restatements of 
the cantua involve a little over two-thirds of the section, 
while the answers and restatements of the fourth measure · 
from the end of the cantua (involving measures 9-13) fills 
out approximately the last third. 
The tenor answer to measures 1-3 of the cantus {see above) 
could also be called a subject based on the first three 
The alto. restates the first three measures of the can-
tus, with the fourth measure of the "Aliud Ky:rie": 
A restatement of the answer, '\rhich is not complete, begins 
in the fifth measure, soprano voice: 
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In the last part of measure 9, the bass begins a recapitu-
lation and summary of the first three measures . It comes 
almost l ike an answer to measure 8 of the soprano {above), 
minus the F# . The tenor of measure 7 also suggests thi i 
idea of measure 8: 
The last four measures are actually like s variation of 
the first four and a. half measures of the "Aliud Kyrie". The 
last three measures resemble those of the "Kyrie" {"Primum 
Kyrie"): o_A ;,. ... ~ *'if"'_e.. -~+ 'f ~ ~ .. J __ ~J....., k. r.~ - 1-'SI"'!- 3 -ea.S _ 
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This may be called a. variation, or even a development 
of the 11 Primum Kyrie". The "Christa" begins with a subject 
introduced by the tenor: 
This is answered a fifth higher by a. similar figure in f r r tr I' sr: ~ r the alto · s r , \ c 
voices, answer, and Having first ppeared in the inner 
then subject, come in the outer voices, in that order, beginning 
in measure 3, beat 4 . The entrances are a measure apart . 
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In measure 6, last beat, tenor voice, one gets the feeling 
that the opening motive is returning. Instead, it is the answer which 
comes here, in the tonality of the opening motive. This measure intra-
duces what amounts to a stretto based on subject and answer: 
The following examples, show how Fasolo, in his tenor voice, 
uses similar figures in the different parts of his "Kyrie." 
Ltt risf-e - t-e~-zo,;- vo,(- e @ 1(, r.'~ -fe- Or 
1rvjttrr:r1 p iiii:Ytfr 
In measures ll-12, the alto brings a variation on the tenor 
motive, while in measures 12-14, the beginning of each of the two origi-




The play of Chromatics add much interest t o this "Ghriste .n 
"Ultimum Kyrie": 
This shows a strong relationship to the "Primum Kyrie ,n and 
also to the nchriste.n The first motive, which appears in the bass, or 
pedal, is actually nothing more than a variation of the first eight meas-
/sf- .-,..,.,prr·ve- U ( f-/ ~...,....., /C :J ,., .'E:.  
2*rJ ~\tra c 
The first five measures of this portion of the"Kyrie" are con-
cerned with presenting and answering this idea, at the distance of an oc-
tave, the second entrance and answer being a fifth higher. However, this 
does not constitute the sole -material for this section. In measure 5, 
first in the alto, and then in the soprano, there appears an i dea having 
strong resemblance to the chromatic motives of the "Christe." 1./tiS is given 
additional significance, in that there is no pedal in measure 5, and also 
in that it is so arranged that its unit of beat contrasts with the remain-
der of the opening motive that entered as an answer in the tenor voice 
(measures 4-5): 
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In measure 7, following a descending dominant minor scale 
in the pedal, the tenor brings what may be called a variant 
on the first pedal idea of this part, as a sort of recapitu-
lation, and also serves to carry the eighth note motion to 
the final cadence, which is V-I in D major: 
"Kyrie": 
This final · "Kyrie" again shows the influence of the 
original cantua, this time of the last six measures of the 
second part, which seem to be a condensation of the first part: 
The main motive first appears in 
the alto voice, bears a strong resemblance to both the above 
and the motive of the 11Ultimum Kyrie 11 l 
The interval of a fifth is stressed in this section. 
The soprano answers the alto a fifth higher, and the bass 
answers the tenor a fifth lower, following which, the soprano 
states the motive twice, the second statement being a fifth 
lower than the first. 
The l .ast four measures are concerned with bringing the 
"Kyrie" to a close, and the motive is not again seen until 




Looking on this Kyrie, in its fi~e parts, from the point 
of view of construction, one is tempted to call it a composition 
in three-part form, plus coda, or even a sonata-form with a 
coda. In the three-part form, the "Primum Kyrie" and ~e 
"Aliud Kyrie" could be called the 
the "B" section, and the "Ultimum 
the last "Kyrie" being the coda. 
":A" sect i on, the 11 Chris t e" 
> 
Kyrie'; the A section , with 
Looking at it from the point of view of a sonata-form, 
the "Primunf'and 11 AliudKyries" would then become the exposition, 
the 11 Christe'; the development, the "Ultimum Kyrie", the 
recapitula tion, a nd the last "Kyrie", the coda. 
The composition just discussed, possibly because of the 
fact that it has a very close connection to the liturgy, and 
so would be more likely to follow 16th century practices, showed 
more independance of line than did some of the other works 
examined, with the possible exception of the Diruta example. 
There was not much stopp ing to "listen" to the effect of the 
combined voices. Usually, when dissonances occurred, the¥ 
were permitted to grind a bit only at cadence points, or else 
were relegated to the position of passing-notes or parts of 
ornamental figures in resolutions. From the mid-point, the 
"Aliud Kyrie" did h a ve a suggestion of interes t in combinations 
of tones, but nothing unusual was seen. The ttChriste", be-
caus e of the use of chromatics, and, therefore, because of the 
resultant augmented and diminished intervals, was the mo s t 
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interesting part of the composition. 
Neither Fasolo, nor the other composers herein discussed, 
except for Giovanni G~brieli, had the daring of Frescobaldi 
in the direction of experimenting with tonal intervals and 
tonal combinations. Perhaps it is unfair to compare this 
particular work of Fasolo with that of Frescobaldi, without 
considering that the Organ Mass was written only fifty years 
after the Council of Trent banned the writing of such musical 
forms . However, Fasolo seemed merely to seize on the tools 
of Frescobaldi, here, and used them With no expansion or 
development of the same. On the other hand, Frescobaldi 
was a forward-looking composer, and it remained for the 
men of the later 17th century to continue along the path 
which he broke. 
Note: Even better examples of Frescobaldi 1 s tonal 
expel'iments with dissonances and unusual combinat ions may 
be found particularly in his Capriccio di durezze (1626) 
which seems to have been written pur·posely for this, and also 
his "Toccata XII (1616). His Capriccio Cromatico con ligature 
al contrario not only is concerned with the chromatic element, 
but also resolves dissonances in an upward direction, something 
quite unusual in his day. 
Frescobaldi completely overshadowed his age in Italy and, 
e_lthough he had many direct pupils, there was no one, with the 
possible exception of Bernardo Pasquini (1637-1710) to carry 
his ideas forward. The result was a general decline in Italian 
organ music. It was to Germ2ny that his ideas were carried, 
through the work of his German pupils 
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(Froberger, Tunder, particularly), where it flourished. 
VIII. Italian Clavier Music : 
A. A general survey of. the ~ 
Composers of the early 17th century wrote Fantasias, Preludes, 
Variations, Toccatas, or Canzonas for stringed keyboard instruments, as 
'J 
well as for the organ. However, in an attempt to find an idiom more 
suited to the former, they resorted to making arrangements of songs and 
dances, eventually only following the form when writing original compo-
sitions. In so doing, they expanded and developed such elements as 
rhythm and melody, as well as form, these being not quite as important 
to the contrapuntal choral music , and the organ music which had its roots 
in the former. In addition, the tool of variation technique was explored 
and exploited to the utmost. Mechanical and technical development of the 
instruments of this frunil~permitted a continual growth of such idiomatic 
devices as extended trills, scales, passage-work and repeated notes . 
Dance forms: 
While composers had come to group dances of one type ( i.e. 
the Correnti of M. Rossi) together, it was not surprising that they came 
to realize the value of setting contrasting dances together, one usually 
varying the previous dances, until gradually, a suite form, in which there 
was only harmonic relationship between the dances, developed. Although, 
at first , no definite rule, order or kind of dance governed the suite, 
except that the dances were usually in the same key, the beginning of the 
17th century saw the adoption of a general outline. Most commonly, with 
or without a prelude of some sort, this consisted of "Allemande," 
~  $ ~e, IW .• · ~6 1.-. 2-f · · 
2 stringed keyboard family 
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"Courante", "Sar abande", . It e.nd lt Gigue , but other dances also 
appeared in the suite. 
The terms "Sonata" and "Canzona" usually indicated a set 
of s hort, contrasting movements, other than dance movements, 
and variation could often be found in the canzona. 
Although Italy was in the van in the development of or gan 
nrusic in the ear ly 17th century, it was Engl F! nd tha t first)- ed 
in the evolution of music for the stringed keyboar d. From 
approximately the mid-lqth century, Italy and GerMany experi -
mented with the latter, with r a ther crude results. By t he 
mi ddle -of the next · century, England had brought the virginal 
and its music on a par with that of the lute. The popula rity 
of the virginal increased. It was readily available to the 
people. With the coming of the e arly 17th century, the vir-
ginal surpassed the -lute in its position lim the social world 
and the world of music. · Religious conflict had not left Eng -
land untouched, and Catholic organists, finding themselves 
turned out of their positions, looked to work in the field of 
Virgina l music (teaching and composition) as a means of liveli-
hood. 
Chief among the Engl:tsh composers of the early 17th cen-
tury were William Byrde, John Bull , And Orlando Gibbons, who 
wrote for the virginal as well as for voices e.nd organ. They 
were the foremost virginalists of their day, as well as fine 
organists. Under a more liberal monarchy, they became "Gentle-
men of the Chapel Royal", performing the duties of organists. 
I n their virginal nrusic, they fa.vored the dance forms found 
throughout Europe (Pavane, Gagliard, Gigue-minus its characteristic 
triple meter7 Allemande, Chacor1ne- 11 divisions on a ~round". s ~ l" ~ht:~nt'l ... \ -
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1IThe chief contribution of the English virginalists to the baroque key-
board music was their variation technique, which took on the character 
of discant variations of popular tunes (with the latter often becoming 
obscured by the figuration), or "patterned variations" (sic) on plain 
songs, ground basses, or canti firmi. These usually maintained their 
identity throughout the composition. 
Weitzmann1 has called the music of the English virginalists 
rather monotonous in its melody, rhythms, and modulation. He felt that 
the attainment of a high level of harpsichord music came only through the 
developments of continental composers. This reflects an attitude that 
Bukofzer decries. On the con1n•ar_,, .. he calls the abstract figuration 
based on "rhythmic consistency and the abstract interplay of patterns 
and lines"2 the element that is instrumentally idiomatic and that defi-
nitely separates the vocal from the instrumental music. Although the 
Italians also have an instrumental idiom, they are not able to divorce 
it completely from the affections of the vocal style. , 
Because of the constant intrigue of the times, Byrde was 
forced to flee England. He went to the Netherlands, where he exerted 
an influence over Sweelinck and, through him, ultimately, the German 
school. 
1weitzmann - A Histou Qf. P:i.a.noforte Playing and Pianoforte Literature -
G. Schirmer- 1893 - Tr. T. Baker (Gescbichte das Clavierspiels\und ~ 
'. ~ Clavier - literatur - Stuttgart - 1863 - - -
2 Bukofzer- Music iu t~ Baroque~- W. W. Norton & Co., Inc., N.Y. 
1947 
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Note: Examples of 17th century virginal music may be found 
in the Fitzwilliam Virginal Book~ For the most part, there are few 
modulations, the harmony is not complicated, and there is a retention 
of modality in the writing. An exception to this general condition is 
that composition which has come to be known as "Dr. Bull's Jewel." Here , 
2 
there are sudden and unusual changes of key (unusual to "modern ears11 ). 
Bull moves rather suddenly from C wa·jor to B-flat major . 
B. ~ Composers and ~ Contributions ~ 1U£ Literature 
~fuile using much the same f orms as those of music written 
for the organ (canzoni , ricercari , fantaisies , toccati, cappricci , 
Partite) , as well as those written on well- known ground basses , and 
dance forms , Frescobaldi and hi s f ollowers attenpted t o write for the 
stringed keyboard instrument i n: a. manner that took into considerat ion 
the brevity and percussive quality of its tone . 
It is in the dance forms that more idiomatic writing for 
the stringed keyboard instruments may be found . There is one main 
melodic line t o a section, this being supported by the other voices. 
As examples of early 17th century music of this f orm, it may be wise 
(&rre..'VZ.f-; 
to examine so;ne)tof Frescobaldi. These l'iere selected from his "Partite 
di diverse Arie, Correnti , Balletti, Giacone, Passacagli." 
The Correnti to be discussed first were grouped together, 
probably folloh~ng the custom of grouping s~~lar dances together . 
1Fuller-}~itland & Squire - T~ Fitzwilliam yirginal~ - Breitkopf & 
Hartel 
2Burney - ~G~l History qi Music -London- 1776-89- Vol . 3 
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The first Corrente is in simple two-part form, 1-vith a cor::+.:. rasting B 
section. It is homophonic . It start s in D minor , passes through the 
relative major . to C major , and back to the tonic . The B section starts 
in the dominant minor of the tonic , goes on to C ma jor, G major , E minor, 
C ma jor and back to D minor . The last three measures of each section are 
approximately the same. There are no chromatic passages. There is a 
r hythmic relationship between parts one and two. 
Tpe second Corrente has the form : 
A A 
(,¥' 
Part l 4 measures 4 measures 
Part I has the f ollo\-ving melodic line : 
bridge to 
A ma jor or 
transition 
to part II . 
4 measures. 
bridge or coda 
based on bridge 
of part I 
~~~4 Here is the melodic line of part 2, sho~nng the bridge sequence 
l\to ~ variation and development , by inversion , of the or iginal motive . 
Perhaps it may also be said that measures 13- 27 var-y- measures l-8 . 
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~-------------------~ 
---·- --------- ------- --------· 
------------ ---------------- ----------
- -- -t~ 
There is a variation develo pment of the l~st three 
measures of part one in measures 27-35. 
Motivic ideas of the Corrente repeated themselves. The 
Corrente went from A minor to G major, C major, A major (V-I 
measures 11-12) in its first part . The second part began in 
the tonic, reached G major by the seventh measure, C major by 
measure 12. It passed through A minor in measures 13 and 14, 
reaching C major in r:·teasure 17. Measures 17-20 went through 
G major, reaching C major by measure 24. There vras a hint at 
A major in measure 27, and then on to A minor in measures 28-
30. ~oving back to A major in measures 31-33, reinforcing 
this in measures 33-35. 
this: 
Another way t o break do1Nl1 the form of the Corrente is 
The second four measures of Part 1 ( 1\ ) v s _  ,..,v t.~a':! first 
t ' 
four measures of the same part (A). The third group of four 
measures are concerned with emphasizing and establishing A 
ma:J.or. The second part begins with more filled-in harmony. 
Measures 1-7 here vary measures 1-8 of part 1. After this, 
a se quence of dissonance a.nd resolution moves to establish the key 
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of c major . Measures 12-31 are a variation development of the firs~l2 
measures 0 1· part 1 , although closer in figuration to measures 1- 12 of 
section 2. Heasures 31- 35 vary the bridge of part 1. 
The third Corrente in the collect i on is more homophonic than 
the other t>-m . It is agai n in binary f orm, w-ith the B section contrast-
i ng . 
It began in F ma jor , went to C ma j or , back to F major , and 
then out to C ma jor again. The second part started in F major , passed 
through C major, back to F ma j or , touched G minor , back to F major 
through C ma j or , >v-ith the final V-I cadence in F ma jor. 
The fourth Corrente is imitative , particularly in the second 
section. It has a similar f orm t o Corrente 2 . The first seven measures 
of part 2 , vary the first seven measures of part 1 . Measure 8 to the end 
f t 2 · f · t · " ,'rs l 8 · th f · o par lS a reer varla lOn 0 1 m asures __ , or ra er a ree varla-
"'' 
tion with inverted and transferred f igures. 
In these simple two- part dances , not so much of the harmonic 
experimentation and contrapuntal genius of Frescobaldi is seen , but t he 
interest i n dissonance does continue . There i s also an interest in estab-
lishing a tonal center . Development and variation are quite prominent . 
In the same collecti on mentioned before i s the nAggiunta ,n 
1N"hich seems to be a composition i n suite form, consisting of : 
Ballet to I .. 
Corrente del Balletto . 
Passacagli ~ 
Balletto II 
Corrente del Balletto 
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Each dance is in binary form, ,.;ith the second section being 
a contrasting one . The dances all var;{ Balletto I , the Passacagli be-
ing the freest of these . It is based o~ a scheme of 2-measure variations 
of its min first t viO measures . Balletto II and the second Carr nte del 
i 
Balletto are also freer variations . The relationship bet-vmen Balletto I 
and Balletto II is stronger in the bass voices in the first parts ,more 
in the figures in t he s econd parts. The Corrente del Balletto has a more 
or less rh;y-thmic variation in the bass , ,_._rhile the melodic li .e :_s "'l:l.ried 
Not only were t ~ 'ance r "ovements v.~riations of a basic icle , 
but ther :=, ··i(1. S also tonal relationship in that t hey passed throng ·1 prac-
tica11y the same keys , in oing to and frcrr. E minor .. 
Another suite in the same collection consists of: 
Ballet to 
Corrente del Balletto 
Passacagli 
This suite has the key signature of two flats, since the keys 
of G minor and B flat major are reached quite early, and both sections of 
.the first two dances end i n B flat, while t he Passacagli ends in G minor 
(major). 
There are two main motives for the first part of the Balletto, 
one being in the bass clef: ~------=-----~----------------~~ 
1 of Balletto 1 
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The other. above is in the treble. 
1 ) 
The second part of the movement develops and varies the bass 
motive a bit in the treble also. 
Imitation may be seen in both part~~f fhe da!fef.lo . 
A sequential dialogue between the two treble voices carries 
The first part of the Corrente contains a rh~hmic variation 
of the bass of the Balletto, also in the bass. The treble has a very 
free variation on the treble ideas of the Balletto. 
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The second part varies the treble more closely. 
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The Corrente was more homophonic than the Balletto. It 
travelled from G minor, in the first part, to D minor, G minor, and 
B flat major. The second part moved from B flat major back to G minor , 
F major, and G minor, with the final cadence in B flat major. 
The Passacagli is based on the variation of two measures of 
bass line , actually a modification of the first three measures of the 
bass line of the Balletto. There is a scheme of two-measure variations 
on the opening two measures of the Passacagli. These get freer as the 
movement goes on. The Passacagli, when looking at the over-all picture, 








4 measure variation 
on measures 1-4 
2~measures variation 
on measures 7· and 8 




This break-down of form refers to the melodic line, primarily; 
since the bass contains the Passacagli idea. A further analysis of the 
Passacagli suggests another outline: 
A 
8 measures 











The following is the fundamental Passacagli bass that is varied: 
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This is the melodic line of the Passacagli : 
.~~------~~-~·HM------- d• ----------~--~ 
- ~~ ·r.r:ecr 
66 
A second part of the Passacagli, the ".4ltro tuono," has little 
melodic relationship to the first part of the Passacagli. It is similar 
in construction, however, in the key of G minor. There is considerably 
more chromatic writing here than throughout. This part is more homophonic 
than the beginning of the Passacagli. 
These are the four basic measures of the lines that are 
continually·'Yaried:: 
The Altro Tuono seems t o fall into the pattern : 
A 
4 measures B 4 measures Bl 4 measures 
1'3, I _&_ ll @ 0) I T-~-;=- .l I I I J # J r- ~0--o- ~ 
.£. . , 
..... 
c 
Measures 17- 21 are a coda . 
The Passacagli began in B flat major , suggested G Minor , 
F major , and continued through this cycle , r eaching G minor with the 
start of the Altro Tuono. The latter began in G minor , hi nted at D 
major (minor) , ' but f or the most part was in G minor until the final 
cadence in G maj or . There· was some grinding dissonance, and augmen-
6S 
tation of intervals. 
There was imitation in this Balletto. Howev er, the Corrente 
del Balletto was more homophonic. In the Passacagli, there was alterna-
tion between imitation and homophony. What little imitation there was in 
the Altro Tuono was not obvious. 
Michelangelo Rossi also was a composer of dances in binary form. 
Interest in the melodic line , as well as imitation, may be found in his 
compositions. Motives are developed by inversion. 
An examination of a part of his "Dieci Correnti111 follows: 
The second Corrente is homophonic. The following figure is 
prominent in the melodic line: 
The first part may be broken down thus: 
A 
4 measures establish 
tonic - D major 
transition 
4 measures 
to A: major 
Development of original 
descending motive 
4 measures and one beat 




to D maj or 
Part 2 of the Corrente begins in D major, and brings a varia-
tion development of the first section. It begins over a similar bass to 
that of the first f our measures , but with the treble a fourth lower. 
There is a second variation, with a more varied bass, and a treble closer 
l G. Tagliapietra- Antologja di Musica Antica~Moderna- G. Ricordi-
Milan - 1931 - volume 6 --
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to the original. These measures work in the tonic, with no modulation. 
After this, there is a free section which, while first hinting at A major, 
passes through G major, back to D major where it remains after a V-I ca-
dence. There is some imitation in the Corrente , but the fundamental feel-
ing is a homophonic one. It is not unusual to get the feeling of two solo 
lines, one in the upper voice, the other in the lower voice. This is a 
reflection of the element of the "thorough bass," which resulted in the 
two extreme lines being melodically interesting, and the middle voices 
being fillers. Rossi employs Frescobaldi's technique of development 
through variation. Major sevenths and diminished fifths appeared in 
this Corrente. 
Rossi has little modulation in his Correntes, preferring to 
remain in closely related keys . Although he writes both homophonic and 
fugal Correntes, the tendency is more to the homophonic . He develops 
his ideas through variation. Some of the Correntes are based on two 
motives, such as Corrente 8 , which has the two . both appea~in the first 
section. One motive balances the other. 
An ascending motive first is used. 
Two transitional measures appear next. These lead from F major 
back to B flat major, in which key the Corrente seems to have started. 
There is some suggestion of D minor, also. Fo~lowi~these two measures, 
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a second motive appears in the top voice of measure 7 with the support 
an octave and a third lower, of the bottom voice . 
In measure 9, the middle voice answers a fifth lower and 
exactly two measures later. It is supported only in measure 10, by 
the bottom voice. 
Measure 11 begins a development and expansion of the preceding 
material. It is the second figure which is worked with. There are mo-
tives in measures 11-13 (top voice), 13-14 (top voice), 14- 15 (alto voice), 
that are based on this second idea, as well as:~ppearance of the idea 
itself. 
The limits of tonic and dominant are well maintained in 
this first section. 
The second section works out the following figure homopho-
nically in thirds : ~r~l f /{5, r:i) 
..,  T 
J. • 
. -~ 




It is actually a variant of the second figure of part one . 
There is modulation from B flat major through G minor and 
back to B flat major . Thirds are prominent . (Intervals of 3ds , oc-
taves , 4ths , 5th , 6ths seem to be favored by Rossi . ) Measures 9- 14>as 
did similar measures in part 1 , var,y and condense the material of the 
first 8 measures of the section. There is a return to the tonic from 
G. minor . 
Rossi's compositions seemed much more conservative than 
Frescobaldi ' s . However, neither of the two composers seemed able to 
completely forget the more dialogal or polyphonic technique used in 
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the other forms. Yet imitation leaned more to the dialogue. 
Both men were influenced by the 'bhorough-bass" technique, with 
the outer voices having more melodic interest than the inner 
ones. 
Here is a d.B.nce-form written by Giovs.nni Picchi, some-
where at the beginning of the 1'7th century. He was organist 
of the Casa Grande in Venice, in the early part of the century. 
In his compositions for the stringed keyboard instruments, he, 
as did Frescobaldi, looked for new elements and effects. His 
"Ballo detto 1Il Pichi'" resembles a gailliard. In technique, 
it is not far from the "patch-v!Ork" aanzona, alternating what 
may be called writing for a solo instrument with chordal 
accompaniment, with writing for t wo solo instruments with 
filling voices in between. Actually, the dance, as a whole, 
is in variation form, with the variations occurring over a basic 
harmonic outline w1ich itself is varied. (Each section seems 
to have its own outline.) There are three main sections and 
a represe. Each main section has its variation in an Alio 
Modo, while the Represe consists of two fundamental measures, 






The section i s then var i ed in the Al i o Modo , wi th the 
bass having the chordal idea of the f i rst six beats of the 
first section an octave lower , so that the G' s rise to the 
C s instead of j umping down. There i s a stronger suggestion 
of D mi nor in measure 3 of the Al io Modo th~n in the second 
full measur e of t he first section , but t h is does not last 
very long . 
The following examp le from t . e Alio Modo shows the 
variation of the melodic idea of the first part , plus some 
to C major . 
In Part 2, the skips of a fourth i n the b ass are f illed 
i n , and move in descendi ng mot ion . The melodic line of the 
first section of Part 1, beginn i ng with the h alf measure and 
l as ting through the first ful l measure , 
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is varied in the top voices of the first measure plus two beats here . 
The next measures take the ascending bass figure of the third full 
measure of Part 1 , section 1 , and work out a descending sequence , sup-
ported by chords f ormed by the other voices . Part 2 is more polyphonic 
than Part 1 ; there is imitation and dialogue . 
The Alio Modo of Part 2 is entirely homophonic and expands 
the harmonic outline by filling in the interval of the third before the 
fourth in the bass outline . The melodic line is varied through the use 
of scale passages . There is a 2-measure descending sequence , again sup-
ported by chords , beginning in measure 4. 
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The last three measures , and a little more , act as a sort of 
coda , bringing the Alio Modo t o a close , and at the same time, r. . J 
a bridge to Part 3. 
Part 2 began in the key of C major , moved into G major rather 
quickly, and then went on to A minor , which it reached and established 
just before beginning the Alio Modo . The latter again began in the key 
of C major , and remained there without further modulation, although it 
did emphasize dominant harmony as well as sub-mediant harmony, before 
moving on to A minor in the last three measures . 
Part 3 seems to be more of a variation of Part 2 than any-
thing else . The figures are very much alike , and passing notes occur 
between the chords that did not have them before . Sequential work is 
predominant . The second sequence of the first section of this part 
bears a relationship to the Alio Modo of the preceding part . Both 
sequences are supported in the bass . The second sequence is more homopho-
nic than the first . The following is the first sequence : 
After three pronouncedly chordal , syncopa~ed beats , the 
second sequence begins : 
The Alio Modo of Part 3 omits the passing notes between the 
chords , and gives a florid variation of the melodic line . (There is a 
balance in the sequences , <Eather, in their directio~ of both sections 
of Part 3. The first sequences ascend ; the second sequences descend . 
The plural is used, since there are sequences both in the treble and 
in the bass . ) The following i s the first sequence of the Alio Modo . 
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The fourth measure, above, anticipates the second sequence, 
which comes in measures 5-~ : 
The following measure is a cadential measure, including a 
scal e-like passage and an ornamental trill. 
The Seprese, t he last section of the dance, is similar in 
structure to the Passacagli of Frescobaldi, seen in his - "Suite~" 
There are two fundamental measures that are perpetually varied, or 
78 
at least the bass is more or less constant while the treble is freely 
varied, or actually free. 
The following are the two fundamental measures of the Represe: 
-~~-~1----
~--¥_ , __ ~· --1 
The Represe began in the key of C major. The only modulat ion, 
before the .Alio Modo, was to the dominant, G major. The Alio Modo also 
started in the key of C major, passed through A.minor, returned to C 
major, and then went on to G major, after _an extended measure that worked 
on and around the three important chords of the new key. (V-I~IV-V-1) 
The Represe then moved on t o D major, reached in measure 2. There was 
then a return toG major, and a ·brief passage . again through D major. 
The last two measures were concerned in bringing cadence in G major. 
· Augmented and diminished intervals appeared in the composition. 
Any dissonant i ntervals were generally on weak beats or weak parts of 
~~ :- # •· .. .. 
]_ see p . 61 
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beats, or the result of passing notes. 
A parallel may be dra'V'm here to the French system of 
pr esenting a movement, and then its "double", which is more 
ornamental than the original, althogh its outline is similar. 
The English do something like this also. The first section 
of each part of this "Ballo" is much calmer, metr ically, than 
the Alio Modos, which resort to such idiomatic devices as 
running scale-like passages and ornaments in rapid notes. 
The "Ballo detto 'Il Steffanin 111 of Giovann inPicchi is 
simila r in form to the preceding composition. The same v a ria-
tion technique, sequential writing, and dialogue techn ique may 
be seen. The Represe, or third part, is again similar to the 
P a ssacagli of Frescobaldi. Vfuile in neither of these Picchi 
comp ositions could be seen the expeditions in harmon y of 
Fres cobaldi and M. Rossi, yet the use of augmented and 
diminished intervals was more deliberate than just the re-
sult of chr omatic passages (particularly the augmented inter-
val s ). 
Inasmuch as Picchi seems to have been thinking more 
consistently along the line of chordal masses, and this is :b1•ue 
of others of his works as well as those discussed here, then 
he may be considered a bit more idiomatic in his writing for 
st r inged keyboard instruments than Frescobaldi, who app arently 
coulc. not free himself from the idea of independent voices, al-
though this influe:r. c e is not qute as strong in his dance forms. 
Concerning ~ l ·t:alis.n music of the early 17th century, it 
may be concluded that, try as they might, the composers were 
not a ble, as yet, to break away entir ely from the polyphonic 
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of the vocal forms of the 16th century, nor were they entirely 
willing to desert the familiar modes, seeking to hide their 
tonal innovations by cls.iming to be writing in the "Tb.ird Tone", 
or some other mode. The arrival of Brescobaldi represents a turn 
from the conservative to the more progressive elem~nt, particu-
larly in regard to harmonic experimentation, which was carried 
on by his followers, and which opened new possibilities in the 
fields of harmony and melody. Eariation techni que was a typical 
device used for development and unity. 
In many cases, it is rather difficult to distinguish compo-
sitions for organ from those for a stringed keyboard instrument. 
As a matter of fact, some of the composers (includin g Frescobaldi) 
indicate the ambivalence of their work. However, this refers 
more to such forms as the canzona, the toccata, and the sonata. 
The dance movements ( 11 suites 11 ) showed more melodic interest 
than did t he other forms. They t ended to be more homophonic, 
and showed clearer evidence of a tonal center. For the most 
part, they were in binary form, with the second section either 
varying the first, or contrasting with it. Some development 
oft id·eas was in evidence. A simila.rity in the l9.st measures of 
each of the section s helped to tie things together. In the rudi-
mentary suites, the succeeding dances varied the ones before. 
The r e seemed to be more boldnesB in the use of augmented and 
diminished intervals, without the excuse of chromaticism, end 
Frescobaldi maint a ined his liking fo r grinding dissonances. It 
is in the dance forms tha t the imnort a nt rhythmic and percuss~ve 
quality of the stringed keyboard instruments (making for the 
capacity for quick repetition of tones) may be seen. 
John 
As compa red with English contemporaries-William Byrde, 
Bull, Orlando Gibbons- Frescobaldi a.nd his c t oun rymen were nc 
as homophonic on the whole. The English composers 
tended to be more conservative 
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modally, and more careful, harmonically, than the Italians (exception: 
John Bull). Their variation technique was based on an abstract figure 
pattern, or discant variation, while the earlier Italians leaned more 
toward a rhythmic or melodic variation. 
Supplement: The ~ in France ~ Germany 
A. Barogue Ad in.. France 
Art in France, at the beginning of the 17th century, reflected 
an increasingly nationalistic trend. While the church exerted a weak in-
fluence, it was the likes and dislikes of the French court, domi~~ted by 
Cardinals Richelieu and Mazarin, and Prime ~linister Colbert, all of whom 
were interested in establishing a French national culture, that influenced 
the artistic out-put of the period. 
A system of "thought-control," as the twentieth century would 
call it, under a paternalistic government, bent all art-forms towards 
nationalization. One manifestation was the French Academy, founded in 
16341 by Richelieu, the purpose of which was to exert an influence over 
all literary work. 
The acquisition of a cultural inter est by the middle and lower 
2. 
classes was completely ignored, although in ' ~t Through ~ Ages '· Helen 
Gardner mentioned the fact that there was a school of art, which, under 
the leadership of the Le Nain brothers (Antoine: 1588-1648; Louis: 1593-
1648 and Matthew: 1607-1677), produced a popalar bourgeois art influenced 
by the Flemish and Dutch schools. However it was the art fostered by the 
court that exerted its influence on the rest of the world. The style be-
came known as French classicism. 
1 In 1648, the French Academy of Sculpture and Palntlng was founded. 
2 H. Gardner - A;c;t. tQ.ron ~b. tl;;)..e. !g.e.a. - Harcourt, Brace & Co. , Inc. N.Y. C. 
1936 - pages 319-320 
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Italian influence was a strong element of French art. Two of 
the greatest artists of the early 17th century lived for a while in 
Italy, and showed the interest of the Italians of the late Remaissance 
in optical contrasts, the creation of the illusion of vast spaciousness, 
an architectural interest, and an interest in nature, particularly in 
landscapes. These two artists referred to were Nicolas Poussin (1594-
1554) and Claude Lorraine (1600-1682). Their work has been called 
"architectonic." 
Poussin's paintings show the restraint of a controlled art. 
He uses a repetition and variation of forms, which carry the eye from 
one plane to the other with a preciseness and clarity that are typical of 
an art governed by reason. 
Lorrain, in his use of lights and darks, his building up of 
tonal blocks, also shows evidence of control. 
Both artists reflected the atmosphere of "measured earnestness 
and polite correctness, majestic pomp ••••• n1 which created a "classicism" 
that was to make France culturally supreme, and to exert an influence 
over the arts of Europe for many years. 
B. Elements 2f. ~ Baroque in French Music 
Control of the intellect by the rulers of France prevented 
French music, and even all of the arts, from becoming a vehicle for the 
emotions. The one possibly Baroque element which might be cited is the 
extensive use of ornaments, which have been considered such an integral 
part of the Baroque atmosphere, as well as the Baroque music. 
1Paul Lang - ¥usic ~Western Civilization - W. W. Norton & Co., Inc., 
N. Y. - 1941 
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Music in France was the tool of a political machine or 
government, much as it . iiras and is in the totalitarian nations 
of Germany and Russia in the twentieth century. Church music, 
end consequently music for the organ , was of s e condary impor-
tance in a country where the control of the Pope was no longer 
acknowledged. The prime purpose of music at the court of France 
1 
was amusement, or to provide the accompaniment for dances. It 
is therefore not unusual to note thPt a good deal of ithe \ music 
written was in dance-form, and that it was here, under the in-
fluence of the lute-style, that the dance- suite began to take 
the forn by which it is known today. 
VI/hat French organ music that did exist showed strong 
Italian tendencies in its polyphony and its contr asts. There 
was also the crossing of instrumental idioms (lute and clavecin), 
so typically Baroque. 
C. The Leader ship of Br Rnce in Music for the Clavier 
TClavecin ~ Harp~ichord)-- - -- --
Under the influence of· the French court, with its delight 
in good li~ing, grand balls, a~d a general sumptuousness, a 
school of 11 clavecinists" came into existence. 
I. The Influence WF the Lute on Harpsichord (Clavecin 
MUSic) 
The lute was a pear-shaped stringed instrument, with a 
flat finger-board, and a peg-box off at an angle to it , ~· · .. 
whose musical tone 
1 Kenyon minimizes this in· l1E book, Harpsichord Musi_£. He cla ims 
that music was of little import in the French court, and tha t 
there is no proof that the French monarchs listen ed tm it. He 
sugges t s that the dance forms fo r the cla vecin, ra ther than 
being J:mi tat ions of lute mus ic, were derived fro r:1 th F~ ballets 
of Cnmbert BTd Lully. On the other hand, Jaques Bonnet , in his 
book , His toi:::oe de l a Mus i ou e , ( che7 l'L Cl:n~C' J. e s J e nene - Amster-
darn - 1'72 .t:;) doesno t Si.:lbs tontiate t !:l is . 
e · 
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was produced by plucking the strings with the fingers of one hand, while 
the fingers of the other hand stopped the strings at frets . It had great 
popularity in the French court at the beginning of the 17th century. The 
king ~ and many of the nobles were quite adept at performing on the instru-
ment . Its purpose was primarily to accompany the songs and dances per-
f ormed there. 
The development of specific music for the lute f ollowed along 
the same path as that for other instruments. At first, its music con-
sisted of transcriptions of vocal music, ~nth idiomatic ornaments (needed 
to sustain the. tone of the lute). Later, with the advent of the Gaul-
tier family, music for the lute came into its own. 
For the most part, this consisted of stylized dances, at first 
arranged according to type, and later, developing into the suite of Denis 
Gautier , composeij basically of prelude, pavane, courante (more than one) , 
·- I 
sarabande (gigue· ) with no set order or number. 
Music f or the clavecin or harpsichord fell under the influence 
of the lute , not only in the form and arrangements of dance music , but 
also in the use of ornaments, some of which were transported bodily from 
the lute idiom. The clavecinists took over the "style brisen2, the r .> 
broken style of the lutenists , which manifested itself in a use of chor-
dal outlines (arpeggiosf~n the entrances of voices with figures and false 
figures, with voices entering and dropping out almost as quickly. Even 
with the decline of the lute's popularity, a reminder of its tone-quality 
could be produced with a specially prepared harpsichord. 
1Lang - ~c .in.. Western Ci vilizatj OU 
2 ibid 
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rehe ex _pa.ns i on of the v ar lou s e l ement s of lute mus i c helned t h e 
F r enca clave cini s ts to deve l op a mor e t r u.l y instru mental idi om 
for their mus ic. 
I I. The F renc h Clav ecini sts and the i r Contri.blxt:1.ons 
·· ----
Chief a.mo ng the cla vecinis t s of the French c our t in t he 
earlty lrlth c en tury was J a c ques de Chmnbonnier>es ( 1 S02-lo'72) .. 
Shortly before his death, he publish ed t w·o s e ts of dances f or 
t h e clavec i n, each con t a ining s ome 30 separ a te little p i e c es , 
org8n i z ed a ccording to k ey, usua lly in g roups of _t h re e o r more . 
These, he called Les Pi&ce s de Claves s in de Mons i eur d e Cham-
bonni €res - (16'70), nowh ere cons ider ing them as forming a s ui t e 
a s we k now it. For ChS.mbon_ , i~es, it was the i n dividua l d anc e 
that was i mpor t ant, ru1d not its con tribution to t he suite -form 
a s such. Excep t for the oc c a sions in which he u s ed the device 
of t h e 11 Doub le 11 , t h e composer made no a ttemp t to tie h i s dances 
to get her t h ema tic ally, but rather strove for t he grea test con-
trast with in a s pe c ific h s.r monic r a n g e, common in a ll the dandes 
in a set. Often , h e used descri ptlve sub-tit l es for hi s little 
pieces, aft er the fashion of the l u tenists. The ornaments 
I 1 
which follow are those foun d in Le Tresor des _ Pi ~ni s tes. 
p·.,.(.f "''"' "e ...,.:x :;..;.,_.:..::.---~  
Le Tr6sor des Pianistes - 5me Livra ison, Pa ris -
1863 
Probably these are the original ornaments that Chambonnieres 
printed with his work. 
Most of the dances are in binary form, with the exception of 
the Pavanes , which are in three- part form, with eac~ part contrasting. 
Sometimes the dances are imitative , such as the one called 
"Les Barricades ," to be found in Part I of the collection mentioned 
previously. 
A. Chaconne by Chambonnieres , in F magor , is quite different 
from the chaconne of Frescobaldi . It is in rondo form, with a main idea 
which is returned to after each of five "couplets . " The couplets differ 
essentially yet bear a figure- relationship to each other . 
There was a harmonic relationship between the main section and 
the couplets. For the most part , harmony revolved around the tonic and 
dominant , with a little of the relative minor and G major also being pre-
sent . 
Chambonnie es exerted an influence over the style of others of 
the French clavecinists . Among these was Louis Couperin (d . 1661) , uncle 
of Francois . His writi!fg .showed the free broken style of the lutenists 
.> 





of keyboard music was a lso in rondo form, and was similar to 
t h8. t of Chambonnieres, with the excep tion that more keys were 
reached, and it ended in the dominant key instead of in the 
tonic. 
His Menuet de Poitou may be divided into t h e three-
measure phrases so charact er istic of the early minuet . It 
actua l ly consists of t wo ma j or parts , the Menuet itself , and 
a "Double pa r M. Couper in", which is an embellished variat ion. 
Both prurts h av e the form: 
A B 




Both parts also begin in A minor , rema.ining there for 
the A s ectiors. The B s -ections which, at least in the first 
part, be a r a rel ationship to the A parts, go through D minor 
to C ma jor , while the C or A' sections return to A min or. 
A Sar abande in D mino r~: found in t h e same collection, 
s h ows the chara cteristics of a Canon as well. It is between 
the so pr ano and tenor voices, at the inter~al of an octave, 
and the distance of two be a ts. The Sar ab ande h as the form: 
A 






8 measur es 
c 




or e pis ode 
4 measures 
Only in the C section is the order of ~oices a lterdd , 
with the t enor appearing first, follo wed two beats later 
by the sopr ano. At times, 
1 L. Oesterle - Early Keybo ard Music - G. Schirmer, Inc. , New 
York - 1932 - vol. 1, p a ge 96 
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the other voices, particularly the bass, imitate the figures of the Canon. 
~lost of the time, only three voices are used. 
It fell to the lot of such composers as d'Anglebert and his 
cont~nporaries to expand and develop the style of Chambonnieres so that 
it became richer and freer. 
To summarize, developing within the French clavecin school may 
be seen a style of composition based on the dance-forms written for lute . 
For the most part, the utmost contrast is sought in these dances. When 
collected together in a single unit, the common element is the tonal cen-
ter, and not thematic material. The style of writing is neither contra-
puntal nor homophonic throughout, but based on the "broken style" of the 
lute , consists of a number of false and true entrances, that set up a 
continual motion and give a multi-voiced effect. Wandering in the field 
of tonality continues in the work of Louis Couperin, who makes sudden 
changes from the minor to the parallel :maj or,or vice versa; such as may 
be seen in the Chaconne found in the Oesterle collection,1 in the "A,n or 
returning section. He sometimes makes effective use of an unprepared dis-
sonance on the strong beat of the measure close to a cadence point, and 
also of altered intervals. As a general rule, there is no hesitation on 
the part of either of the two composers cited to use dissonance on the 
strong beat of the measure. 
In Germany, the Baroque influence manifested itself in the 
development of a highly contrapuntal style, ultimately resulting in the 
loesterle - op. cit. p. 96 
2At the beginning of the 17th century, there was no considerable develop-
ment of the visual arts. (Helen Gardner) 
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Bach fugue, particularly in the 1nusic f or organ , which overshadowed that 
written for the stringed clavier. Also of significance was the variation 
technique, which>at times, showed the influence of the Italian composers. 
Of greatest importance was the development of the Chorale forms 
by t he North and Central German composers, a matter which came to be 
looked on as a purely nationalist element . Basi cally, these forms were 
polyphonic. In some cases, such as in the brief Chorale Prelude of Samuel 
Scheidt: "Vater unser in Himmelreich," there may be pointed out an attempt 
to interpret the text musically, something which Johann Sebastian Bach 
also did later on. 
The significance of this is even greater i f one remembers that 
an element of Baroque music is the interpretation of the 11affections" of 
a text. In such cases as the one cited above, the text is so well known 
that it does not necessarily have to accompany the music. 
I. Italian Influence 2!1 German Keyboard ~ (see p. 89a) 
As mentioned before, musicians employed by urban communities 
were able to leave their positions at will, freeing themselves to travel 
or study, or to accept new emploYF.ent. Many went t o Italy, among these 
wi -re Hassler, Sweelinck, Froberger, and Tunder. 
II . The Leader ship of Germany in Husic f or ~ Organ 
Organ music. in Italy, declined after the death of Frescobaldi. 
I n France, there was an almost complete secularization of life under the 
absolute monarchs. With the emphasis away from religion, the organ lost 
one of its important functions , and there was no really important develop-
ment ;f·~e"-<e . 
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It remained for a divided Germany, pulled apart by the 
various warring factions, to find significance and comfort in 
religion, and as a by-product, to further develop the organ 
literature. Although other ree and fug a l forms appeared, the 
Lutheran Chorale played a very import ant part in the growth 
o f German organ music. 
III. The Composers and the ir Contributions to the 
Litera ture --- -- ---
~ee lines of development converged on t he ultimate 
goal of a German organ style. One was that of the South Ger-
man school, influenced by the Italian composers. Chief among 
17th . 
these, at the beginning of the A. century was Hans Leo Hassler. 
Other early members of the school were Christian Erbach (1570-
1635), Wolfgang Ebner (1610-1665), Joha nn Kindermaru · ( l615-1655), 
and Jakob Froberger (1616-1667), who was most important in the 
development of the k eyboard suite. These composers showed a 
liking for the ricercar and the canzona. 
The North Germans, under the influence of Sweelinck, con-
cerned themselves with larger or freer forms, s uch a s ' the toc-
cata, the chorale fantasia, and the pre l ude (which took on a 
partial fugal character). Among the significant early composers 
of this svhool may be found Heinrich Scheidemann 415961-166~), 
Franz VUnder (1614-1667), Matthias Weckmann (1621-1274). 
The third school, the central German school, centenrl on 
Samuel Scheidt (1527-1654). It was under his leadership that 
forms b as ed on the organ choral e developed. Another early member of 
this 
!!l9a 
I. Italian Influence 2E:_ German Keyboard Music (continued) 
Hans Leo Hassler (1564-1612) travelled to Venice to 
study with Andrea Gabrieli, from whom he learned the art of 
tonal contra sts and the "echo'' technique very well. His 
experimentation with tonality is evidenced in his use of chro-
ma;ic subjects or themes, an interest parRlleled by that of 
. -t the It ali ans. 
Jan Pieters Wweelinck was a contempor a ry of Hassler. He 
also studied in Venice under the Gabrielis, at approximately 
the same time, but there is no evidence that the two ever met 
(referring to Hassler and Sweelinck). Sweel i nck's signifi cance 
for German organ music is as a teacher of Samuel S cheidt, and 
also of the North Germans, to whom he transmitted an interest 
in polyphony and color contrasts, derived from the Italians, 
a s well as a significant variation technique, in wh ich the 
subject is not altered (i.e. Sweelinck- Six variations on 
!L_Young Life is Ended). 
Franz Tunder (1614-1667) and J 8kob Froberger (1616-1667) 
wer e both pupils of Frescobaldi. Tunder's use of homophonic 
and dialogal passages may be seen in a multisectional prae ludium 
in which, after a free section, he moves into a more fugal one, 
work ing onta subject polyphonically. He interrup ts with more 
homophon ic episodes, and in the third part, makes the contrast 
even greater by alternating polyphonic and homophonic me asures 
rather rapidly, something which is even carr ied into the coda, 
1 
suggesting the I .talian concertato technique. Froberger con-
tinued the line of music a l developmen t of Frescobaldi, reworking 
1 J. Klein- The First Hundred Years of Music for the Organ -
Associated Music PUDlishers, Inc. , ~9~--vDl ~ - p. 233 
and reshaping the devices he le arned from his teacher to 
serve his more advanced technique. 
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school was Heinrich Bach (1615-1692). 
A Hassler (.( . ,, Ricercar~ consists of fugal expositions which 
develop his ideas. It is not usual that the subjects seem lengthy, 
since they are sometimes split into subject and counter-subject. 
Hassler develops his ideas by inversion, augmentation, and diminution. 
He joins the sections together, by using motives from other sections. 
His ricercare suggest a cyclical form, in that, close to the end, there 
is a recapitulation of the main motive. 
In his "Fuga II Toni," the following ideas are first worked 
out with each other: 
The first section ended in measure 52. For the most part, it 
was a fugal exposition, with little development within it. There was a 
slight alteration of subject and answer for the sake of modulation to the 
dominant. The voices not involved in presenting thematic material were 
free, with little imitation. 
Beginning with measure 52, th~re is a new section, ih.which is 
introduced a new idea. 
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From here on, the main subject and answer seem t o be used as 
a cantus , or as a stabilizing factor, while the nev-T subject appears dia-
logally and in stretto, in toto or in part, and sometimes extended a bit. 
Once in a whilefuere is a slight change in this new idea . Beginning in 
measure 96, the main subject is augmented, and again acts like a cantus, 
while the other voices move freely, bringing motives similar to the sec-
ondary one of the previous section, plus others which seem to be based on 
the main subject. 
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Heasures 110- 123 see the answer appearing augmented while, 
above it, the other voices bring variants on the other idea, sometimes 
dialogally, or in thirds and sixths, .with some suggestion of an echo . 
Hassler seems to like to .. have his voices enter on weak beats. 
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As if in warning, Has s ler uses a homophonic section 
with chords lending support to a p assage in f l orid 16ths, not 
unlike a ca denza. The section beg inn ing i n m~sinT~ 1 31 is based 
on a rhythmic transformation of the thematic material, plus 
"echo" techni que whi ch is seen in the stretto on the answer 
and its var iations, me asures 1 31-134. 
From measure 134 on;the diminished subject is altered 
in interval at times. 
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With measure 148 comes what might be considered a coda 
or recapitulation, with the answer in its original rhythmic 
form, in the bqss voice, while in measures 152-154, 154-156, 
the answer appears in diminution, relating it to the previous 
part. 
The fugue, although it is marked "II Toni'', would seem 
to have begun on the dominant of G minor, and ended with its 
final chord a fJ major one. In between, it revolved around 
the keys of C major, D minor, F major, B flat major, A minor. 
Each section seemed to end in G minor, except for the final 
cadence. 
Hassler's canzone appear to stand between the fugue and 
the sonata form, perhaps favoring the fugue a bit more. His 
variation technique is a strong part of his developmet. 
His contemporary, Christian Erbach, makes use of simi-
lar techniques , but there is not so much inventiveness, not 
so much harmonic vrandering , since Erbach seems to p:eefer to 
stay within tonic and dominant limits. He also develops his 
ideas by diminution and augmentation, and uses the second 
part of his subject as a counter-subject. 
I ...1. 





Froberger's technique involves a high degree of ornamentation 
and imitative ">-ITiting. He crosses the keyboard idioms, using the same 
ornaments. He uses multi-sectional f orms, based on polyphonic and vari-
ational wri ting. Froberger likes the free rhapsodic forms which he has 
learned to use from Frescobaldi. Neither is there hesitation in the use 
of dissonant suspensions. He generally stays within a tonic-dominant 
(sub-dominant) key relationship, moving off to dominants of dominant and 
related keys . Froberger also makes use of the chromatic (and augmented 
and diminished intervals) technique which has been seen before in the 
Italian school. In his compositions for organ, while there is a harmonic 
feeling, there is also linear unrest. 
Representative of the North German School is Heinrich Scheide-
mann, a pupil of Sweelinck. In the compositions that are found in an 
edition by Max Seiffert1 may be found, under the title of "Preambulum," 
forms such as in number one, that make use of an imitative echo technique, 
probably learned from Sweelinck }_coupled with a ii t tle bit of "patch-work" 
writing, alternating homophonic and pOlyphonic measures. 
There are also forms, some on a larger scale, such as the brief 
Praeludium which follows , which actually combines a free f orm with a fugal 
2 form, and is probably an ancestor of the "Prelude and Fugue" of J. s. Bach. -
I Max Seiffert - "Heinrich ;3cheidemann- 15 Preludie~und Fugen"- Organum 
2. Vierte R~he Nr.l- Siepel . g; Kistner - Leipzlg 
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In one of the compo s ·· i tions, which is c a lled Fuga; 
S cheidemann does not begin with the free prelude that iw seem 
seem. elsewhere, but has a fugal beginning immediatelyc Actually, 
the fugue is· very simply made up of expositions if subject and 
answer alternately in tonic and dominant (D minor and A minor) 
with the final cadence in D major. 
A canzona in F major, dated September 10, 1657, is in 
three major secti ons, all of which are fugal. It is a varia-
tion canzona such _as the Italian composers may have written. 
The variati ons rhythmically transform the subjecy, the second 
variation being an augmentation of time. The final v~ riation 
is the freest of all. The canzona stRyed within the bounds 
of tonic, sub-ddlminant, and dominant harmony. 
One of the most impol,tant organ cbmposers in 17th century 
Germany, if not the most i mportant, is Samuel Scheidt. His 
major contributions to organ literature ap-oear in his "Tabu-
latura Nova" of 1624. This consists of a group of compositions 
probably published to prevent the pirating of his wor.ks, since, 
in a dedication, he says thnt they were pu,blished "because many 
of my pupils spread these organ pieces among the pub lic aga inst 
1 
my wish." Actually, another prime reason for his pub l ishing 
these works was to demonstrate a new way of writing (printing) _ 
music on paper. Previously, music was wrj_tten on six lines 
for each voice, which seemed to have caused not a little 
difficulty in reading. The Tabula.tura had five lines _per voice. 
1 Samuel Scheidt - 12 Pieces de l'Orgue- Extraites de "Tabu-
latura. Nova" - EdiTion Nationale de Musique Classique- Edi-
tions Maurice Sena~t - Paris 
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There are three parts to the "Tabula'bura," containing pieces 
with chorale foundations (variations, fantasias), variations on secular 
• C~"~ 1 h . . f h tunes, psalms for special occasions, fantaslas, po yp onlc arms sue 
71 
as fugues, canons, and other related elements. 
There is also ~'Magnificat Noni Toni," in which the magni-
ficat chant is used as a cantus firmus, or as the theme of fugue forms 
derived from the same practice as the work of Fasola mentioned before, 
that of alternating the vocal chant with an organ version based on the 
verse o~ the chant. An organ mass also appeared in the "Tabulatura." 
In his variations on popular tunes, Scheidt use; both homo-
' phonic and polyphonic devices. He sometimes uses the melody as a cantus 
in the bass, having the other voices appear freely above it. He also 
uses the fughetta device (variation 12 in Variationen das Neiderlandische 
Lied: 'Wehe, Wundger, Wehe'). 
An indication of the conscious crossing of instrumental idioms 
is seen in the last part of this same set of variations, which has a mark-
ing "Imitatio Violistica." 
Scheidt showed an interest in increasing the technical possibi-
lities of the organ, and so wrote two short pieces for pedal organ, which 
were included in this collection. 
His "Psalmus sub Connnunione, 'Jesus Christus unser Heiland"' 
begins with two fantasies, one in four voices, the other in two (influence 
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of the "concertaton element) based on the following psalm-tune: 
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In each of these fantasies, he develops each phrase fugal~ 
and separately, varying the time. In the third verse, after introducing 
the first phrase in the first four measures in the lower three voices, 
in a subject-and-answer form, he places the entire psalm in the soprano 
as a cantus, while the other voices work out, polyphonically, motives 
based on the phrases, one at a time, at times being dialogal. The device 
of advance imitation appears quite frequently. 
In the fourth verse, the psalm tune is in alto voice, coupled 
to a 4-foot pedal. It is used as a cantus, over which the other voices 
move in free counterpoint . The fifth verse is again over a cantus, with 
much dialogue-writing in evidence. The device of advance variation is 
used here, the contrapuntal voices being more dependent on the psalm 
melody for material than befo~e. 
Versus six is again a fantasia. 
Harmonically, Scheidt seems to restrict himself to the range 
of tonic, sub-dominant and dominant keys, with their relative major and minors. 
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With the work of ~heidt , a wealth of possibility was laid 
open to his contemporaries . and those who followed, to work with and 
to develop, the culmination of which may be found among the composi-
tions of J. s. Bach. 
X. Conclusions 
Composers for the keyboard in the early 17th century, were 
l ooking for an idiomatic style. The fact that they did reach the begin-
nings of an instrumental style may be substantiated by citing figura-
tions, extreme.s of range, and intervals which could · not possibly be 
performed vocally. However, in the course of experimentation, when a 
composer stumbled on a device, in one idiom; that appealed to him, he 
had no compunctions or doubts about using it in another instrumental 
medium. The result was that verY. little difference may be seen in the 
writings for either stringed keyboard instruments, or for the o.rgan. 
One possible clue f or differentiation, however, is that the organ could 
(can} not perform rapidly repeated notes with clarity. Even some of 
the early dance forms still have traces of late transcription. 
Much of the musical development was dictated by social and 
political pressures. England ru1d ~ranee developed music for the stringed 
keyboard in the early 17th century because the church was a minor influ-
ence in the life of these countries, at the time. Since its importance 
was minimized, and~ secular life given increased importance, it is no 
wonder that music for the domestic instruments (lute, harpsichord) 
flourished. On the other hand, Italy and Germany saw an increase in music 
for the organ, probably influenced by the fact that, in Italy, the Papacy 
still maintained some control, while in Germany, the people turned to the 
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Protestant church as a high-water mark in a turbulent sea. 
Tonal and harmonic experimentation was considerably more suc-
cessful, with the development of the tonal center, ar ound which revolved 
dominant and sub-dominant harmonies, and major and ~inor relationship. 
Formal devices moved one step further in the development of the fugue 
and sonata-forms, as well as the dance-suite. 
Abstr a ct of Thesis 
The early 17th century was a time of change--change 
from a system of feudalism to oneof absolute monarchy--
from city-states to nations. With it, came conflicts, on 
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the surface caused by religious differences, but b B.sically, 
the result of the selfishness of the pettp princes and rulers 
within the countries. In France, because of wise rulers who 
felt that the end justified the means , the result was an 
absolute monarchy of the most absolute, with its concomitant 
"thought-control". The one justification of this may be that 
it was for the national good, in the long run. While in Italy, 
the Catholic Church was rel a tively s e cure, in Franc e, there 
was a movement towar d more and more s e cularization. The result 
was that while Italy became the leader in music for the organ 
(Church). France became the leader in music for the stringed 
1 
keyboard instruments. Both countries And England looked, 
fundamentally, to vocal and dance forms in try" ng to find 
idiomatic media for both type s of instruments. Music for 
the keyboard in Italy jn the e a rly 17th century centered 
around Frescobaldi. That of France centenrl around Chambonni'eres. 
In England, music for the k eyboard centered around Byrde, Bull, 
and Gibbons. 
Because of the social system of urba n employment that 
existed at the time, some composer s who ·were thus employed 
were fre e to travel 
1 England led in this area previous to Pnd a t the time of the 
early 17th century. Her development of virgnal music also 
resulted from socio-political pressure. 
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and study as they desired . Thi s had a favorable influence on the music 
of decimated Germany. Composers travelled to Italy and brought back with 
them the techniques of the Italian schools. These they blended irlth na-
tive elements , in developing their music. A truly national style arose 
at this time, based on the Protestant chorale. This was fostered by the 
work of Srunuel Scheidt and his followers. 1 
Having once established a general instrumental medium (as op-
posed to vocal medium), there was a cross-mixture of instrwnental media, 
or rather of instrumental devices. 
A parallel harmonic experimentation resulted in the evolution 
of the tonal center as it is lmown now. Formal devices moved one step 
further in the development of the fugue and sonata forms, as well as the 
dance-suite. 
1 Note: French clavecin music was influential in the German development 
of the Suite (particularly by Froberger). 
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